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 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ41:	 ﾠ	 ﾠ Der	 ﾠSalon	 ﾠI	 ﾠ(The	 ﾠSalon	 ﾠI),	 ﾠ1921	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ42:	 ﾠ	 ﾠ Der	 ﾠKrieg	 ﾠ(The	 ﾠWar),	 ﾠ1932	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ43:	 ﾠ	 ﾠ Bildnis	 ﾠder	 ﾠJournalistin	 ﾠSylvia	 ﾠvon	 ﾠHarden	 ﾠ
(Portrait	 ﾠof	 ﾠthe	 ﾠJournalist	 ﾠSylvia	 ﾠvon	 ﾠHarden),	 ﾠ1926	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ44:	 ﾠ	 ﾠ To	 ﾠBeauty,	 ﾠ1922	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ
	 ﾠ
Figure	 ﾠ45:	 ﾠ	 ﾠ Selbstbildnis	 ﾠals	 ﾠKriegsgefangener	 ﾠ	 ﾠ
(Self-ﾭ‐portrait	 ﾠas	 ﾠa	 ﾠPrisoner	 ﾠof	 ﾠWar),	 ﾠ1947	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ46:	 ﾠ	 ﾠ Ecce	 ﾠHomo	 ﾠIII	 ﾠ(Behold	 ﾠthe	 ﾠMan),	 ﾠ1949	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ47:	 ﾠ	 ﾠ Krieg	 ﾠund	 ﾠFrieden	 ﾠ(War	 ﾠand	 ﾠPeace),	 ﾠ1960	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ48:	 ﾠ	 ﾠ Mädchen	 ﾠvor	 ﾠdem	 ﾠSpiegel	 ﾠ(Girl	 ﾠin	 ﾠFront	 ﾠof	 ﾠa	 ﾠMirror),	 ﾠ1922	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
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Academic Thesis: Declaration Of Authorship 
	 ﾠ
	 ﾠ
I	 ﾠCHARANJIT	 ﾠSINGH	 ﾠdeclare	 ﾠthat	 ﾠthis	 ﾠthesis	 ﾠand	 ﾠthe	 ﾠwork	 ﾠpresented	 ﾠin	 ﾠit	 ﾠare	 ﾠmy	 ﾠ
own	 ﾠand	 ﾠhas	 ﾠbeen	 ﾠgenerated	 ﾠby	 ﾠme	 ﾠas	 ﾠthe	 ﾠresult	 ﾠof	 ﾠmy	 ﾠown	 ﾠoriginal	 ﾠresearch.	 ﾠ
	 ﾠ
Biography	 ﾠand	 ﾠthe	 ﾠEducative:	 ﾠA	 ﾠCritical	 ﾠExamination	 ﾠof	 ﾠthe	 ﾠLife	 ﾠand	 ﾠArtwork	 ﾠof	 ﾠ
Wilhelm	 ﾠHeinrich	 ﾠOtto	 ﾠDix.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠI	 ﾠconfirm	 ﾠthat:	 ﾠ
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1.  This	 ﾠwork	 ﾠwas	 ﾠdone	 ﾠwholly	 ﾠor	 ﾠmainly	 ﾠwhile	 ﾠin	 ﾠcandidature	 ﾠfor	 ﾠa	 ﾠresearch	 ﾠ
degree	 ﾠat	 ﾠthis	 ﾠUniversity;	 ﾠ
	 ﾠ
2.  Where	 ﾠany	 ﾠpart	 ﾠof	 ﾠthis	 ﾠthesis	 ﾠhas	 ﾠpreviously	 ﾠbeen	 ﾠsubmitted	 ﾠfor	 ﾠa	 ﾠdegree	 ﾠor	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 ﾠother	 ﾠqualification	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 ﾠUniversity	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 ﾠother	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been	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3.  Where	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 ﾠhave	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 ﾠthe	 ﾠpublished	 ﾠwork	 ﾠof	 ﾠothers,	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 ﾠ
4.  Where	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 ﾠhave	 ﾠquoted	 ﾠfrom	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 ﾠwork	 ﾠof	 ﾠothers,	 ﾠthe	 ﾠsource	 ﾠis	 ﾠalways	 ﾠgiven.	 ﾠ
With	 ﾠthe	 ﾠexception	 ﾠof	 ﾠsuch	 ﾠquotations,	 ﾠthis	 ﾠthesis	 ﾠis	 ﾠentirely	 ﾠmy	 ﾠown	 ﾠwork;	 ﾠ
	 ﾠ
5.  I	 ﾠhave	 ﾠacknowledged	 ﾠall	 ﾠmain	 ﾠsources	 ﾠof	 ﾠhelp;	 ﾠ
	 ﾠ
6.  Where	 ﾠthe	 ﾠthesis	 ﾠis	 ﾠbased	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 ﾠdone	 ﾠby	 ﾠmyself	 ﾠjointly	 ﾠwith	 ﾠothers,	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 ﾠthis	 ﾠwork	 ﾠhas	 ﾠbeen	 ﾠpublished	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Definitions	 ﾠand	 ﾠGlossary	 ﾠof	 ﾠTerms	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
What	 ﾠfollows	 ﾠis	 ﾠan	 ﾠoutline	 ﾠclarification	 ﾠof	 ﾠthe	 ﾠterms	 ﾠused	 ﾠwithin	 ﾠthe	 ﾠargument	 ﾠin	 ﾠ
this	 ﾠthesis,	 ﾠthus	 ﾠavoiding	 ﾠthe	 ﾠmany	 ﾠinterpretations	 ﾠthat	 ﾠare	 ﾠgiven	 ﾠto	 ﾠterminology.	 ﾠ
Unless	 ﾠotherwise	 ﾠstated,	 ﾠthe	 ﾠtraditional	 ﾠdefinition	 ﾠhas	 ﾠbeen	 ﾠadopted.	 ﾠ	 ﾠ
	 ﾠ
Acuity	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ sharpness	 ﾠ of	 ﾠ vision;	 ﾠ the	 ﾠ ability	 ﾠ to	 ﾠ resolve	 ﾠ finer	 ﾠ detail	 ﾠ and	 ﾠ the	 ﾠ quick	 ﾠ
penetrating	 ﾠintelligent	 ﾠperception.	 ﾠ	 ﾠ
	 ﾠ
Autobiography	 ﾠ	 ﾠ
	 ﾠ
An	 ﾠaccount	 ﾠof	 ﾠa	 ﾠlife	 ﾠthat	 ﾠis	 ﾠwritten	 ﾠby	 ﾠthe	 ﾠperson	 ﾠwhose	 ﾠlife	 ﾠit	 ﾠis.	 ﾠNote	 ﾠalso;	 ﾠ
autobiographer.	 ﾠ	 ﾠ
	 ﾠ
Bildung	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠis	 ﾠGerman	 ﾠconcept	 ﾠthat	 ﾠhas	 ﾠno	 ﾠsimilar	 ﾠcomparison	 ﾠacross	 ﾠthe	 ﾠworld,	 ﾠit	 ﾠis	 ﾠ
more	 ﾠ comprehensive	 ﾠ and	 ﾠ holistic	 ﾠ than	 ﾠ the	 ﾠ term	 ﾠ ‘education’	 ﾠ and	 ﾠ implies	 ﾠ the	 ﾠ
totality	 ﾠof	 ﾠlearning	 ﾠand	 ﾠteaching	 ﾠ(educatedness).	 ﾠIt	 ﾠis	 ﾠhumanistic	 ﾠ(which	 ﾠincludes	 ﾠ
psychological	 ﾠ and	 ﾠ spiritual)	 ﾠ and	 ﾠ focuses	 ﾠ on	 ﾠ notions	 ﾠ of	 ﾠ authenticity,	 ﾠ ethics,	 ﾠ
personality	 ﾠ and	 ﾠ values,	 ﾠ and	 ﾠ environmentally	 ﾠ connected	 ﾠ growth.	 ﾠ Bildung	 ﾠ
advocates	 ﾠ education	 ﾠ as	 ﾠ a	 ﾠ form	 ﾠ of	 ﾠ self-ﾭ‐cultivation	 ﾠ and	 ﾠ the	 ﾠ cultural	 ﾠ conditions	 ﾠ
which	 ﾠpromote	 ﾠit,	 ﾠand	 ﾠto	 ﾠwhich	 ﾠit	 ﾠcontributes.	 ﾠThose	 ﾠinvested	 ﾠwith	 ﾠbildung	 ﾠare	 ﾠ
considered	 ﾠas	 ﾠbeing	 ﾠlearned	 ﾠbut	 ﾠalso	 ﾠself-ﾭ‐directing	 ﾠbecause	 ﾠthey	 ﾠhave	 ﾠa	 ﾠholistic	 ﾠ
educated	 ﾠ and	 ﾠ prescient	 ﾠ grasp	 ﾠ of	 ﾠ the	 ﾠ world	 ﾠ that	 ﾠ surrounds	 ﾠ them	 ﾠ through	 ﾠ
generation	 ﾠand	 ﾠhabit	 ﾠ–	 ﾠfreedom	 ﾠof	 ﾠthought	 ﾠthat	 ﾠfacilitates	 ﾠfreedom	 ﾠof	 ﾠexpression.	 ﾠ	 ﾠ
	 ﾠ
Biography	 ﾠ	 ﾠ
	 ﾠ
An	 ﾠaccount	 ﾠof	 ﾠa	 ﾠlife	 ﾠthat	 ﾠis	 ﾠwritten	 ﾠby	 ﾠa	 ﾠperson	 ﾠwhose	 ﾠlife	 ﾠit	 ﾠis	 ﾠnot.	 ﾠNote	 ﾠalso;	 ﾠ
biographer.	 ﾠ	 ﾠ	 ﾠ 16	 ﾠ
Capital	 ﾠ	 ﾠ
	 ﾠ
Within	 ﾠthe	 ﾠfield	 ﾠ(Pierre	 ﾠBourdieu)	 ﾠis	 ﾠcapital,	 ﾠthis	 ﾠconsists	 ﾠof	 ﾠthe	 ﾠprocess	 ﾠwithin	 ﾠit	 ﾠ
and	 ﾠis	 ﾠessentially	 ﾠa	 ﾠproduct	 ﾠof	 ﾠit.	 ﾠBourdieu	 ﾠargues	 ﾠthat	 ﾠcapital	 ﾠis	 ﾠaccumulated	 ﾠand	 ﾠ
relates,	 ﾠ directly,	 ﾠ to	 ﾠ position.	 ﾠ Capital	 ﾠ comes	 ﾠ in	 ﾠ four	 ﾠ forms,	 ﾠ namely	 ﾠ economic	 ﾠ
(money	 ﾠand	 ﾠassets),	 ﾠcultural	 ﾠ(aesthetic,	 ﾠculture,	 ﾠknowledge,	 ﾠnarrative	 ﾠand	 ﾠvoice),	 ﾠ
social	 ﾠ(culture,	 ﾠfamily,	 ﾠfriends,	 ﾠnetworks	 ﾠand	 ﾠreligion)	 ﾠand	 ﾠsymbolic	 ﾠ(anything	 ﾠ
that	 ﾠ denotes	 ﾠ other	 ﾠ forms	 ﾠ of	 ﾠ capital	 ﾠ which	 ﾠ can	 ﾠ be	 ﾠ exchanged	 ﾠ for	 ﾠ example	 ﾠ
qualifications).	 ﾠ Thus,	 ﾠ in	 ﾠ accordance	 ﾠ with	 ﾠ this	 ﾠ there	 ﾠ exists	 ﾠ disequilibrium	 ﾠ in	 ﾠ
distribution	 ﾠof	 ﾠcapital	 ﾠfrom	 ﾠthe	 ﾠoutset.	 ﾠCapital	 ﾠ(dynamics/situatednesses)	 ﾠis	 ﾠa	 ﾠ
form	 ﾠof	 ﾠsub-ﾭ‐structure	 ﾠand	 ﾠstructure	 ﾠwithin	 ﾠa	 ﾠfield/paradigm	 ﾠwhich	 ﾠwhen	 ﾠcoupled	 ﾠ
with	 ﾠdoxa	 ﾠ(pre-ﾭ‐reflexive	 ﾠintuitive	 ﾠknowledge	 ﾠgained	 ﾠfrom	 ﾠexperience)	 ﾠhelps	 ﾠform	 ﾠ
the	 ﾠ habitus.	 ﾠ The	 ﾠ latter	 ﾠ then	 ﾠ also	 ﾠ goes	 ﾠ onto	 ﾠ inform	 ﾠ the	 ﾠ formation	 ﾠ of	 ﾠ the	 ﾠ
paradigm/field	 ﾠbecause	 ﾠall	 ﾠthese	 ﾠare	 ﾠin	 ﾠconstant	 ﾠevolution.	 ﾠSee	 ﾠalso	 ﾠdynamic	 ﾠand	 ﾠ
field.	 ﾠ
	 ﾠ
Conatus	 ﾠ
	 ﾠ
Pierre	 ﾠ Bourdieu’s	 ﾠ conatus	 ﾠ (or	 ﾠ life-ﾭ‐trajectory)	 ﾠ is	 ﾠ defined	 ﾠ as	 ﾠ a	 ﾠ combination	 ﾠ of	 ﾠ
dispositions	 ﾠand	 ﾠinterests	 ﾠassociated	 ﾠwith	 ﾠa	 ﾠparticular	 ﾠclass	 ﾠof	 ﾠsocial	 ﾠposition	 ﾠ
which	 ﾠinclines	 ﾠsocial	 ﾠagents	 ﾠto	 ﾠstrive	 ﾠto	 ﾠreproduce	 ﾠat	 ﾠa	 ﾠconstant	 ﾠor	 ﾠan	 ﾠincreasing	 ﾠ
rate	 ﾠthe	 ﾠproperties	 ﾠconstituting	 ﾠtheir	 ﾠsocial	 ﾠidentity,	 ﾠwithout	 ﾠeven	 ﾠneeding	 ﾠto	 ﾠdo	 ﾠ
this	 ﾠ deliberately	 ﾠ or	 ﾠ consciously	 ﾠ (1988,	 ﾠ p.176).	 ﾠ It	 ﾠ is	 ﾠ the	 ﾠ force	 ﾠ that	 ﾠ endows	 ﾠ
individuals	 ﾠwith	 ﾠcertain	 ﾠpropensities	 ﾠvia	 ﾠtheir	 ﾠhabitus.	 ﾠSee	 ﾠalso	 ﾠhabitus.	 ﾠ	 ﾠ
	 ﾠ
Convergent	 ﾠEvolution	 ﾠ(Education	 ﾠin	 ﾠTrajectorial	 ﾠForm)	 ﾠ	 ﾠ
	 ﾠ
Evolutionary	 ﾠchange	 ﾠin	 ﾠmore	 ﾠthan	 ﾠone	 ﾠdynamic,	 ﾠthat	 ﾠresults	 ﾠin	 ﾠthe	 ﾠindependent	 ﾠ
development	 ﾠand	 ﾠadaptation	 ﾠof	 ﾠsubsequent	 ﾠparadigm(s),	 ﾠstructure(s)	 ﾠor	 ﾠfield(s)	 ﾠ
to	 ﾠ similar	 ﾠ circumstance(s)	 ﾠ because	 ﾠ similar	 ﾠ characteristics,	 ﾠ rules	 ﾠ or	 ﾠ traits	 ﾠ are	 ﾠ
acquired	 ﾠin	 ﾠdistinct	 ﾠand	 ﾠunrelated	 ﾠrealities.	 ﾠ	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
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 ﾠ
Doxa	 ﾠ	 ﾠ
	 ﾠ
Doxa	 ﾠis	 ﾠthe	 ﾠpre-ﾭ‐reflexive	 ﾠintuitive	 ﾠknowledge	 ﾠshaped	 ﾠby	 ﾠexperience,	 ﾠand	 ﾠrefers	 ﾠto	 ﾠ
unconscious	 ﾠ inherited	 ﾠ physical	 ﾠ and	 ﾠ relational	 ﾠ predispositions	 ﾠ (Grenfell	 ﾠ et	 ﾠ al	 ﾠ
2008,	 ﾠp.121).	 ﾠ	 ﾠ
	 ﾠ
Dadaism	 ﾠ(Dada)	 ﾠ	 ﾠ
	 ﾠ
A	 ﾠ European	 ﾠ movement	 ﾠ in	 ﾠ art	 ﾠ and	 ﾠ literature	 ﾠ in	 ﾠ 1916	 ﾠ –	 ﾠ 1923	 ﾠ which	 ﾠ flouted	 ﾠ
traditional	 ﾠaesthetic	 ﾠand	 ﾠculture	 ﾠadopting,	 ﾠamongst	 ﾠother	 ﾠthings,	 ﾠnonsense	 ﾠand	 ﾠ
travesty.	 ﾠ	 ﾠ
	 ﾠ
Dynamic	 ﾠ	 ﾠ
	 ﾠ
These	 ﾠ are	 ﾠ a	 ﾠ factor	 ﾠ that	 ﾠ acts	 ﾠ to	 ﾠ shape	 ﾠ a	 ﾠ life;	 ﾠ whether	 ﾠ that	 ﾠ is	 ﾠ an	 ﾠ educational	 ﾠ
trajectory,	 ﾠthe	 ﾠeducative	 ﾠthought	 ﾠor	 ﾠthe	 ﾠlife	 ﾠin	 ﾠgeneral.	 ﾠDynamics	 ﾠcan	 ﾠbe,	 ﾠamongst	 ﾠ
other	 ﾠthings,	 ﾠcultural,	 ﾠeconomic,	 ﾠlegal,	 ﾠsocial	 ﾠand	 ﾠpolitical	 ﾠfor	 ﾠinstance	 ﾠhaving	 ﾠa	 ﾠ
bourgeoisie	 ﾠ or	 ﾠ proletarian	 ﾠ background	 ﾠ may	 ﾠ affect	 ﾠ the	 ﾠ chances	 ﾠ you	 ﾠ have	 ﾠ to	 ﾠ
participate	 ﾠin	 ﾠcertain	 ﾠprofessions	 ﾠor	 ﾠgain	 ﾠa	 ﾠparticular	 ﾠstatus.	 ﾠSee	 ﾠalso	 ﾠcapital.	 ﾠ
	 ﾠ
Educative	 ﾠThought	 ﾠ	 ﾠ
	 ﾠ
Educative	 ﾠthought	 ﾠis	 ﾠformed	 ﾠby	 ﾠthe	 ﾠprocess,	 ﾠprocedure	 ﾠor	 ﾠaction	 ﾠthrough	 ﾠwhich	 ﾠ
an	 ﾠindividual	 ﾠor	 ﾠgroup	 ﾠof	 ﾠindividuals	 ﾠis	 ﾠeducated	 ﾠand	 ﾠwho	 ﾠlearn	 ﾠin	 ﾠthe	 ﾠwider	 ﾠ
sense	 ﾠ through	 ﾠ participation	 ﾠ in	 ﾠ a	 ﾠ culture,	 ﾠ this	 ﾠ includes	 ﾠ perception,	 ﾠ affect	 ﾠ and	 ﾠ
judgment.	 ﾠ This	 ﾠ can	 ﾠ be	 ﾠ referred	 ﾠ to	 ﾠ as	 ﾠ the	 ﾠ knowledge,	 ﾠ information	 ﾠ and	 ﾠ skills	 ﾠ
acquired	 ﾠthrough	 ﾠeducation.	 ﾠIt	 ﾠcan	 ﾠbe	 ﾠthought	 ﾠas	 ﾠa	 ﾠpart-ﾭ‐product	 ﾠof	 ﾠself-ﾭ‐reflection	 ﾠ
by	 ﾠreason	 ﾠof	 ﾠwhich	 ﾠunderstanding	 ﾠand	 ﾠcritical	 ﾠinquiry	 ﾠis	 ﾠdeveloped.	 ﾠ	 ﾠ
	 ﾠ
Emergent	 ﾠEvolution	 ﾠ	 ﾠ
	 ﾠ
New	 ﾠ characteristics,	 ﾠ rules	 ﾠ and	 ﾠ traits	 ﾠ that	 ﾠ appear	 ﾠ at	 ﾠ complex	 ﾠ
(macro/paradigms/structures	 ﾠ or	 ﾠ fields)	 ﾠ levels,	 ﾠ these	 ﾠ cannot	 ﾠ be	 ﾠ predicted	 ﾠ or	 ﾠ	 ﾠ 18	 ﾠ
studied	 ﾠwithout	 ﾠexploration	 ﾠand	 ﾠstudy	 ﾠof	 ﾠless	 ﾠcomplex	 ﾠmicro	 ﾠlevels	 ﾠsuch	 ﾠas	 ﾠsub-ﾭ‐
structures.	 ﾠ	 ﾠ
	 ﾠ
Equiluminance/Equiluminant	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠis	 ﾠthe	 ﾠgeneration	 ﾠof	 ﾠa	 ﾠsense	 ﾠof	 ﾠmotion,	 ﾠvibration	 ﾠor	 ﾠeerie	 ﾠquality	 ﾠthrough	 ﾠthe	 ﾠ
use	 ﾠof	 ﾠparticular	 ﾠcolours.	 ﾠ	 ﾠ
	 ﾠ
Field	 ﾠ	 ﾠ
	 ﾠ
Pierre	 ﾠBourdieu	 ﾠ‘s	 ﾠnotion	 ﾠof	 ﾠfield	 ﾠgives	 ﾠhabitus	 ﾠits	 ﾠmeaning	 ﾠand	 ﾠlocation;	 ﾠit	 ﾠis	 ﾠthe	 ﾠ
sphere	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠhabitus	 ﾠworks.	 ﾠThus,	 ﾠone	 ﾠcan	 ﾠbe	 ﾠconsidered	 ﾠwithout	 ﾠthe	 ﾠ
other	 ﾠbut	 ﾠonly	 ﾠin	 ﾠthe	 ﾠabstract.	 ﾠThe	 ﾠfield,	 ﾠwhich	 ﾠis	 ﾠsynonymous	 ﾠto	 ﾠthe	 ﾠparadigm,	 ﾠ
contains	 ﾠcapital	 ﾠand	 ﾠdynamics.	 ﾠSee	 ﾠalso	 ﾠcapital,	 ﾠdynamic,	 ﾠhabitus	 ﾠand	 ﾠparadigm.	 ﾠ	 ﾠ
	 ﾠ
Futurism	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠwas	 ﾠan	 ﾠart	 ﾠand	 ﾠsocial	 ﾠmovement	 ﾠoriginating	 ﾠin	 ﾠthe	 ﾠtwentieth	 ﾠcentury	 ﾠin	 ﾠItaly	 ﾠ
with	 ﾠparallel	 ﾠmovements	 ﾠin	 ﾠEngland	 ﾠand	 ﾠRussia.	 ﾠThe	 ﾠFuturists	 ﾠsought	 ﾠto	 ﾠdepict	 ﾠ
contemporary	 ﾠnotions	 ﾠof	 ﾠthe	 ﾠfuture	 ﾠincluding	 ﾠtechnology	 ﾠand	 ﾠviolence.	 ﾠ	 ﾠ
	 ﾠ
Global	 ﾠParadigm	 ﾠ	 ﾠ
	 ﾠ
Thomas	 ﾠKuhn	 ﾠ(1953)	 ﾠdistinguishes	 ﾠbetween	 ﾠglobal	 ﾠand	 ﾠlocal	 ﾠparadigms	 ﾠon	 ﾠthe	 ﾠ
basis	 ﾠthat	 ﾠthe	 ﾠformer	 ﾠsomehow	 ﾠform	 ﾠthe	 ﾠlatter,	 ﾠthe	 ﾠassumption	 ﾠhere	 ﾠis	 ﾠthat	 ﾠthe	 ﾠ
same	 ﾠor	 ﾠsimilar	 ﾠparadigms	 ﾠwill	 ﾠexist	 ﾠin	 ﾠgenerality	 ﾠand	 ﾠthat	 ﾠthey	 ﾠwill	 ﾠconnect	 ﾠin	 ﾠ
terms	 ﾠ of	 ﾠ some	 ﾠ universal	 ﾠ or	 ﾠ common	 ﾠ attribute.	 ﾠ Global	 ﾠ paradigms	 ﾠ can	 ﾠ also	 ﾠ be	 ﾠ
referred	 ﾠto	 ﾠas	 ﾠmacro-ﾭ‐paradigms	 ﾠor	 ﾠfields.	 ﾠSee	 ﾠalso	 ﾠfield	 ﾠand	 ﾠlocal	 ﾠparadigm.	 ﾠ	 ﾠ
	 ﾠ
Habitus	 ﾠ	 ﾠ
	 ﾠ
Pierre	 ﾠ Bourdieu’s	 ﾠ notion	 ﾠ of	 ﾠ habitus	 ﾠ concerns	 ﾠ itself	 ﾠ with	 ﾠ the	 ﾠ regulation	 ﾠ of	 ﾠ
behaviour	 ﾠwhere	 ﾠbehaviour	 ﾠis	 ﾠnot	 ﾠthe	 ﾠproduct	 ﾠof	 ﾠobedience	 ﾠto	 ﾠrules;	 ﾠit	 ﾠis	 ﾠthe	 ﾠ	 ﾠ 19	 ﾠ
method	 ﾠby	 ﾠwhich	 ﾠthe	 ﾠconscious,	 ﾠsocial	 ﾠand	 ﾠsubconscious	 ﾠshape	 ﾠeach	 ﾠother	 ﾠto	 ﾠ
form	 ﾠthe	 ﾠself.	 ﾠBourdieu	 ﾠdefines	 ﾠhabitus	 ﾠas	 ﾠa	 ﾠstructured	 ﾠand	 ﾠstructuring	 ﾠstructure.	 ﾠ
In	 ﾠsummary	 ﾠthe	 ﾠhabitus	 ﾠis	 ﾠstructured	 ﾠby	 ﾠthe	 ﾠpast	 ﾠand	 ﾠpresent	 ﾠcircumstances	 ﾠ
(conditions	 ﾠof	 ﾠexistence	 ﾠincluding	 ﾠeducation),	 ﾠstructuring	 ﾠbecause	 ﾠthe	 ﾠhabitus	 ﾠ
shapes	 ﾠpresent	 ﾠand	 ﾠfuture	 ﾠpractices	 ﾠand	 ﾠstructured	 ﾠbecause	 ﾠit	 ﾠis	 ﾠsystematic	 ﾠin	 ﾠits	 ﾠ
order	 ﾠand	 ﾠtherefore	 ﾠnot	 ﾠrandom	 ﾠor	 ﾠun-ﾭ‐patterned.	 ﾠSee	 ﾠalso	 ﾠself.	 ﾠ	 ﾠ
	 ﾠ
Hermeneutic	 ﾠand	 ﾠDouble	 ﾠHermeneutic	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠthis	 ﾠstudy	 ﾠthe	 ﾠterm	 ﾠhermeneutic	 ﾠis	 ﾠdefined	 ﾠas	 ﾠthe	 ﾠmethod	 ﾠof	 ﾠinterpretation	 ﾠ
and	 ﾠ the	 ﾠ art	 ﾠ of	 ﾠ understanding.	 ﾠ The	 ﾠ term	 ﾠ double	 ﾠ hermeneutic	 ﾠ refers	 ﾠ to	 ﾠ the	 ﾠ
interpretation	 ﾠand	 ﾠunderstanding	 ﾠof	 ﾠthat	 ﾠwhich	 ﾠhas	 ﾠalready	 ﾠbeen	 ﾠinterpreted	 ﾠand	 ﾠ
understood	 ﾠ others	 ﾠ (author	 ﾠ or	 ﾠ creator	 ﾠ of	 ﾠ something,	 ﾠ or	 ﾠ others	 ﾠ for	 ﾠ instance	 ﾠ
biographers,	 ﾠhistorians	 ﾠor	 ﾠother	 ﾠdisciplinarians).	 ﾠ	 ﾠ
	 ﾠ
Humanistic	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠterm	 ﾠhumanistic	 ﾠis	 ﾠdefined	 ﾠas:	 ﾠa	 ﾠconcern	 ﾠfor	 ﾠhumanity.	 ﾠHumanist	 ﾠbelief	 ﾠis	 ﾠin	 ﾠ
continuous	 ﾠemergent	 ﾠevolution	 ﾠ(see	 ﾠabove).	 ﾠSee	 ﾠalso	 ﾠWeltschmerz.	 ﾠ	 ﾠ
	 ﾠ
Luminance	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠvalue	 ﾠof	 ﾠlight	 ﾠand	 ﾠlightness;	 ﾠthe	 ﾠamount	 ﾠof	 ﾠlight	 ﾠthat	 ﾠpasses	 ﾠthrough	 ﾠor	 ﾠis	 ﾠ
emitted	 ﾠby	 ﾠa	 ﾠparticular	 ﾠunitary	 ﾠarea.	 ﾠ	 ﾠ
	 ﾠ
Life-ﾭ‐Narrative/Narrative	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠstory	 ﾠof	 ﾠa	 ﾠhuman	 ﾠlife(es),	 ﾠactual	 ﾠor	 ﾠfictional	 ﾠin	 ﾠtime.	 ﾠThe	 ﾠobject	 ﾠof	 ﾠwhich	 ﾠis	 ﾠto	 ﾠ
reveal	 ﾠ the	 ﾠ identity	 ﾠ of	 ﾠ an	 ﾠ individual	 ﾠ or	 ﾠ group	 ﾠ of	 ﾠ individuals	 ﾠ through	 ﾠ the	 ﾠ
particulars	 ﾠ of	 ﾠ an	 ﾠ act(s),	 ﾠ epiphany(ies),	 ﾠ event(s)	 ﾠ or	 ﾠ occurrence(s).	 ﾠ See	 ﾠ also:	 ﾠ
autobiography	 ﾠand	 ﾠbiography.	 ﾠ
	 ﾠ
Local	 ﾠParadigm	 ﾠ	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 ﾠ
	 ﾠ
Thomas	 ﾠKuhn	 ﾠ(1953)	 ﾠdistinguishes	 ﾠbetween	 ﾠglobal	 ﾠand	 ﾠlocal	 ﾠparadigms	 ﾠon	 ﾠthe	 ﾠ
basis	 ﾠthat	 ﾠthe	 ﾠlatter	 ﾠare	 ﾠsomehow	 ﾠformed	 ﾠby	 ﾠthe	 ﾠformer,	 ﾠthe	 ﾠassumption	 ﾠhere	 ﾠis	 ﾠ
that	 ﾠthe	 ﾠsame	 ﾠor	 ﾠsimilar	 ﾠparadigms	 ﾠwill	 ﾠexist	 ﾠin	 ﾠgenerality	 ﾠand	 ﾠthat	 ﾠthey	 ﾠwill	 ﾠ
connect	 ﾠin	 ﾠterms	 ﾠof	 ﾠsome	 ﾠuniversal	 ﾠor	 ﾠcommon	 ﾠattribute.	 ﾠLocal	 ﾠparadigms	 ﾠcan	 ﾠ
also	 ﾠ be	 ﾠ referred	 ﾠ to	 ﾠ as	 ﾠ micro-ﾭ‐paradigms	 ﾠ or	 ﾠ fields.	 ﾠ See	 ﾠ also	 ﾠ field	 ﾠ and	 ﾠ global	 ﾠ
paradigm.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Metaphysics	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠOxford	 ﾠConcise	 ﾠdefines	 ﾠthe	 ﾠterm	 ﾠas	 ﾠhaving	 ﾠoriginated	 ﾠin	 ﾠthe	 ﾠmid-ﾭ‐16th	 ﾠcentury	 ﾠ
from	 ﾠ the	 ﾠ Latin	 ﾠ metaphysica	 ﾠ and	 ﾠ Greek	 ﾠ ta	 ﾠ meta	 ﾠ ta	 ﾠ phusika	 ﾠ (the	 ﾠ thing	 ﾠ after	 ﾠ
physics).	 ﾠThis	 ﾠis	 ﾠthe	 ﾠbranch	 ﾠof	 ﾠphilosophy	 ﾠthat	 ﾠdeals	 ﾠwith	 ﾠthe	 ﾠinitial	 ﾠprinciples	 ﾠof	 ﾠ
things	 ﾠincluding	 ﾠabstract	 ﾠconcepts	 ﾠfor	 ﾠexample	 ﾠbeing,	 ﾠidentity,	 ﾠtime	 ﾠand	 ﾠspace,	 ﾠ
and	 ﾠis	 ﾠoften	 ﾠreferred	 ﾠto	 ﾠas	 ﾠthe	 ﾠscience	 ﾠof	 ﾠthings	 ﾠthat	 ﾠtranscend	 ﾠthe	 ﾠnatural	 ﾠand	 ﾠ
physical.	 ﾠ The	 ﾠ two	 ﾠ strands	 ﾠ of	 ﾠ metaphysics	 ﾠ are;	 ﾠ that	 ﾠ which	 ﾠ exists	 ﾠ lies	 ﾠ beyond	 ﾠ
experience	 ﾠ(Plato)	 ﾠand	 ﾠobjects	 ﾠof	 ﾠexperience	 ﾠare	 ﾠthe	 ﾠonly	 ﾠreality	 ﾠ(Kant	 ﾠand	 ﾠHume	 ﾠ
et	 ﾠal).	 ﾠ	 ﾠ
	 ﾠ
Narrative	 ﾠ	 ﾠ
	 ﾠ
A	 ﾠspoken	 ﾠor	 ﾠwritten	 ﾠaccount	 ﾠof	 ﾠthe	 ﾠconnected	 ﾠevents	 ﾠin	 ﾠa	 ﾠlife,	 ﾠtis	 ﾠcan	 ﾠbe	 ﾠreferred	 ﾠ
to	 ﾠas	 ﾠa	 ﾠstory.	 ﾠ	 ﾠ
	 ﾠ
Neue	 ﾠSachlichkeit	 ﾠ(New	 ﾠObjectivity)	 ﾠ	 ﾠ
	 ﾠ
A	 ﾠmovement	 ﾠin	 ﾠGerman	 ﾠpainting	 ﾠduring	 ﾠ1920	 ﾠ–	 ﾠearly-ﾭ‐1930s	 ﾠthat	 ﾠreflected	 ﾠthe	 ﾠ
post-ﾭ‐First	 ﾠWorld	 ﾠWar	 ﾠperiod.	 ﾠThe	 ﾠexponents	 ﾠworked	 ﾠusing	 ﾠrealistic	 ﾠstyles	 ﾠrather	 ﾠ
than	 ﾠthe	 ﾠabstract	 ﾠor	 ﾠexpressionist	 ﾠand	 ﾠwere	 ﾠviolently	 ﾠsatirical.	 ﾠThe	 ﾠterm	 ﾠwas	 ﾠfirst	 ﾠ
used	 ﾠby	 ﾠGustav	 ﾠHartlaub	 ﾠwho	 ﾠwas	 ﾠthe	 ﾠDirector	 ﾠof	 ﾠthe	 ﾠMannheim	 ﾠKunsthalle,	 ﾠfor	 ﾠ
an	 ﾠ exhibition	 ﾠ that	 ﾠ included	 ﾠ the	 ﾠ works	 ﾠ of	 ﾠ Otto	 ﾠ Dix,	 ﾠ George	 ﾠ Grosz	 ﾠ and	 ﾠ Max	 ﾠ
Beckmann.	 ﾠ	 ﾠ
	 ﾠ	 ﾠ 21	 ﾠ
Ontology	 ﾠ	 ﾠ
	 ﾠ
Ontology	 ﾠas	 ﾠa	 ﾠbranch	 ﾠin	 ﾠphilosophy	 ﾠis	 ﾠreferred	 ﾠto	 ﾠas	 ﾠmetaphysics	 ﾠand	 ﾠdeals	 ﾠwith	 ﾠ
the	 ﾠ existence	 ﾠ of	 ﾠ entities,	 ﾠ their	 ﾠ subsequent	 ﾠ grouping	 ﾠ and	 ﾠ possible	 ﾠ subdivision	 ﾠ
according	 ﾠto	 ﾠsimilarity	 ﾠor	 ﾠdifference.	 ﾠIn	 ﾠthis	 ﾠstudy	 ﾠontology	 ﾠis	 ﾠtaken	 ﾠas	 ﾠthe	 ﾠstudy	 ﾠ
of	 ﾠthe	 ﾠnature	 ﾠof	 ﾠbeing	 ﾠand	 ﾠexistence	 ﾠincluding	 ﾠproperties	 ﾠ(bundles	 ﾠand	 ﾠrelations),	 ﾠ
dialectics	 ﾠ (conflict	 ﾠ and	 ﾠ debate),	 ﾠ hierarchies	 ﾠ and	 ﾠ order	 ﾠ (dynamics	 ﾠ and	 ﾠ
paradigms),	 ﾠ value	 ﾠ (outcomes	 ﾠ dictate	 ﾠ processes)	 ﾠ and	 ﾠ human	 ﾠ cognition	 ﾠ
(subconscious).	 ﾠIn	 ﾠshort,	 ﾠit	 ﾠis	 ﾠjustification	 ﾠand	 ﾠthe	 ﾠbasis	 ﾠof	 ﾠthat	 ﾠjustification.	 ﾠ	 ﾠSee	 ﾠ
also	 ﾠdasein	 ﾠand	 ﾠmetaphysics.	 ﾠ	 ﾠ
	 ﾠ
Paradigm	 ﾠ
	 ﾠ
Thomas	 ﾠKuhn	 ﾠintroduced	 ﾠthe	 ﾠconcept	 ﾠof	 ﾠthe	 ﾠparadigm.	 ﾠEssentially,	 ﾠa	 ﾠparadigm	 ﾠ
refers	 ﾠto	 ﾠthe	 ﾠworld-ﾭ‐view	 ﾠthrough	 ﾠwhich	 ﾠthe	 ﾠworld	 ﾠaround	 ﾠus	 ﾠcan	 ﾠbe	 ﾠinterpreted;	 ﾠ
this	 ﾠview	 ﾠis	 ﾠconstructed	 ﾠvia	 ﾠthe	 ﾠdynamics/situatednesses	 ﾠthat	 ﾠsurround	 ﾠus.	 ﾠThe	 ﾠ
paradigm	 ﾠcan	 ﾠalso	 ﾠbe	 ﾠreferred	 ﾠto	 ﾠas	 ﾠa	 ﾠfield	 ﾠbecause	 ﾠboth	 ﾠinform	 ﾠthe	 ﾠhabitus.	 ﾠSee	 ﾠ
also	 ﾠfield	 ﾠand	 ﾠglobal	 ﾠparadigm,	 ﾠlocal	 ﾠparadigm.	 ﾠ	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Self	 ﾠ
	 ﾠ
This	 ﾠis	 ﾠa	 ﾠperson’s	 ﾠessential	 ﾠbeing	 ﾠshaped	 ﾠby	 ﾠtheir	 ﾠhabitus,	 ﾠit	 ﾠdistinguishes	 ﾠone	 ﾠ
from	 ﾠanother	 ﾠespecially	 ﾠin	 ﾠterms	 ﾠof	 ﾠreflexive	 ﾠpractice.	 ﾠThis	 ﾠdefinition	 ﾠincludes	 ﾠ
the	 ﾠ individual’s	 ﾠ nature,	 ﾠ personality,	 ﾠ self-ﾭ‐perception,	 ﾠ style	 ﾠ and	 ﾠ general	 ﾠ
uniqueness.	 ﾠ	 ﾠ
	 ﾠ
Situatedness	 ﾠ	 ﾠ
	 ﾠ
These	 ﾠ are	 ﾠ a	 ﾠ factor	 ﾠ that	 ﾠ acts	 ﾠ to	 ﾠ shape	 ﾠ a	 ﾠ life;	 ﾠ whether	 ﾠ that	 ﾠ is	 ﾠ an	 ﾠ educational	 ﾠ
trajectory,	 ﾠthe	 ﾠeducative	 ﾠthought	 ﾠor	 ﾠthe	 ﾠlife	 ﾠin	 ﾠgeneral.	 ﾠSituatednesses	 ﾠcan	 ﾠbe,	 ﾠ
amongst	 ﾠother	 ﾠthings,	 ﾠcultural,	 ﾠeconomic,	 ﾠlegal,	 ﾠsocial	 ﾠand	 ﾠpolitical	 ﾠfor	 ﾠinstance	 ﾠ
having	 ﾠa	 ﾠbourgeoisie	 ﾠor	 ﾠproletarian	 ﾠbackground	 ﾠmay	 ﾠaffect	 ﾠthe	 ﾠchances	 ﾠyou	 ﾠhave	 ﾠ
to	 ﾠparticipate	 ﾠin	 ﾠcertain	 ﾠprofessions	 ﾠor	 ﾠgain	 ﾠa	 ﾠparticular	 ﾠstatus.	 ﾠSee	 ﾠalso	 ﾠcapital.	 ﾠ	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 ﾠ
Spatiality	 ﾠ	 ﾠ
	 ﾠ
Any	 ﾠproperty	 ﾠthat	 ﾠoccupies	 ﾠor	 ﾠrelates	 ﾠto	 ﾠspace	 ﾠand	 ﾠis	 ﾠsomething	 ﾠother	 ﾠthan	 ﾠthat	 ﾠ
which	 ﾠis	 ﾠat	 ﾠthe	 ﾠcentre	 ﾠpoint	 ﾠof	 ﾠthe	 ﾠhuman	 ﾠgaze.	 ﾠ	 ﾠ
	 ﾠ
Sub-ﾭ‐structure/Structure	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠsub-ﾭ‐structure	 ﾠ(dynamic/situatedness)	 ﾠis	 ﾠsynonymous	 ﾠto	 ﾠcapital.	 ﾠThis,	 ﾠwhen	 ﾠ
coupled	 ﾠwith	 ﾠdoxa,	 ﾠhelps	 ﾠform	 ﾠthe	 ﾠhabitus,	 ﾠfield/paradigm.	 ﾠSee	 ﾠalso	 ﾠfield,	 ﾠglobal	 ﾠ
paradigm	 ﾠand	 ﾠlocal	 ﾠparadigm.	 ﾠ	 ﾠ
	 ﾠ
Verism	 ﾠ	 ﾠ
	 ﾠ
From	 ﾠthe	 ﾠLatin	 ﾠverus	 ﾠ(true)	 ﾠand	 ﾠItalian	 ﾠverismo,	 ﾠit	 ﾠessentially	 ﾠrefers	 ﾠto	 ﾠrealism	 ﾠor	 ﾠ
the	 ﾠ achievement	 ﾠ of	 ﾠ a	 ﾠ higher	 ﾠ level	 ﾠ of	 ﾠ truth	 ﾠ in	 ﾠ appearance	 ﾠ because	 ﾠ of	 ﾠ the	 ﾠ
preference	 ﾠ to	 ﾠ use	 ﾠ contemporary	 ﾠ subject	 ﾠ matter	 ﾠ instead	 ﾠ of	 ﾠ the	 ﾠ heroic	 ﾠ or	 ﾠ
legendary.	 ﾠ In	 ﾠ the	 ﾠ 1900’s	 ﾠ the	 ﾠ term	 ﾠ was	 ﾠ originally	 ﾠ used	 ﾠ to	 ﾠ describe	 ﾠ the	 ﾠ
melodramatic	 ﾠand	 ﾠviolent	 ﾠoperas	 ﾠof	 ﾠPuccini	 ﾠand	 ﾠMascagni.	 ﾠ	 ﾠ
	 ﾠ
Weltschmerz	 ﾠ	 ﾠ
	 ﾠ
A	 ﾠterm	 ﾠthat	 ﾠwas	 ﾠcoined	 ﾠby	 ﾠthe	 ﾠGerman	 ﾠauthor	 ﾠJean	 ﾠPaul.	 ﾠFrom	 ﾠthe	 ﾠGerman	 ﾠterm	 ﾠ
that	 ﾠ means	 ﾠ world-ﾭ‐pain	 ﾠ or	 ﾠ world-ﾭ‐weariness.	 ﾠ This	 ﾠ is	 ﾠ also	 ﾠ taken	 ﾠ to	 ﾠ denote	 ﾠ the	 ﾠ
appreciation	 ﾠthat	 ﾠreality	 ﾠcan	 ﾠoften	 ﾠnever	 ﾠsatisfy	 ﾠthe	 ﾠdemands	 ﾠof	 ﾠthe	 ﾠmind.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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CHAPTER	 ﾠONE	 ﾠ	 ﾠ
INTRODUCTION	 ﾠTO	 ﾠTHIS	 ﾠSTUDY	 ﾠ	 ﾠ
	 ﾠ
1.1	 ﾠIntroduction	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠquestion	 ﾠposed	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠis;	 ﾠwhat	 ﾠdoes	 ﾠa	 ﾠbiographical	 ﾠstudy	 ﾠcontribute	 ﾠto	 ﾠ
an	 ﾠunderstanding	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠas	 ﾠa	 ﾠprocess	 ﾠof	 ﾠself	 ﾠand	 ﾠcultural	 ﾠformation?	 ﾠThis	 ﾠ
research	 ﾠ interrogates	 ﾠ a	 ﾠ broader	 ﾠ notion	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ and	 ﾠ evidences	 ﾠ this	 ﾠ
through	 ﾠa	 ﾠbiographical	 ﾠexploration	 ﾠof	 ﾠthe	 ﾠart,	 ﾠeducational	 ﾠtrajectory	 ﾠand	 ﾠlife	 ﾠof	 ﾠ
the	 ﾠGerman	 ﾠartist	 ﾠWilhelm	 ﾠHeinrich	 ﾠOtto	 ﾠDix	 ﾠ(1891	 ﾠ–	 ﾠ1969).	 ﾠMore	 ﾠspecifically,	 ﾠ
the	 ﾠ purpose	 ﾠ is	 ﾠ to	 ﾠ interrogate	 ﾠ the	 ﾠ notion	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ from	 ﾠ a	 ﾠ broader	 ﾠ
educational	 ﾠperspective	 ﾠto	 ﾠhighlight	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠthe	 ﾠartist’s	 ﾠlife	 ﾠ
and	 ﾠexplore	 ﾠthe	 ﾠconnection	 ﾠbetween	 ﾠhis	 ﾠeducational	 ﾠtrajectory	 ﾠand	 ﾠthe	 ﾠformation	 ﾠ
of	 ﾠhis	 ﾠself.	 ﾠ	 ﾠ
	 ﾠ
Although	 ﾠdiscussed	 ﾠin	 ﾠdepth	 ﾠin	 ﾠchapter	 ﾠtwo	 ﾠit	 ﾠis	 ﾠsalient	 ﾠto	 ﾠstate	 ﾠat	 ﾠthis	 ﾠpoint	 ﾠthat	 ﾠ
biography	 ﾠ is	 ﾠ used	 ﾠ to	 ﾠ investigate	 ﾠ the	 ﾠ educational	 ﾠ influences	 ﾠ (institutional	 ﾠ and	 ﾠ
personal)	 ﾠin	 ﾠthe	 ﾠlife	 ﾠand	 ﾠartwork	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠwithin	 ﾠthe	 ﾠoverarching	 ﾠcontext	 ﾠof	 ﾠhis	 ﾠ
creative	 ﾠ being.	 ﾠ The	 ﾠ strategic-ﾭ‐self	 ﾠ determines	 ﾠ how	 ﾠ the	 ﾠ individual	 ﾠ navigates	 ﾠ
through	 ﾠlife	 ﾠfor	 ﾠexample	 ﾠin	 ﾠterms	 ﾠof	 ﾠhow	 ﾠothers	 ﾠregarded	 ﾠthe	 ﾠartist	 ﾠand	 ﾠhow	 ﾠhe	 ﾠ
regarded	 ﾠhis	 ﾠfame	 ﾠand	 ﾠnotoriety.	 ﾠThe	 ﾠimpact	 ﾠthat	 ﾠthe	 ﾠlocations,	 ﾠsituatednesses	 ﾠor	 ﾠ
dynamics	 ﾠof	 ﾠlife	 ﾠincluding	 ﾠthe	 ﾠFirst	 ﾠand	 ﾠSecond	 ﾠWorld	 ﾠWars,	 ﾠWeimer	 ﾠculture,	 ﾠ
economics,	 ﾠ opportunity,	 ﾠ politics	 ﾠ and	 ﾠ power	 ﾠ had	 ﾠ on	 ﾠ Otto	 ﾠ Dix’s	 ﾠ education	 ﾠ are	 ﾠ
analysed	 ﾠthrough	 ﾠbiographical	 ﾠlife-ﾭ‐narrative.	 ﾠThis	 ﾠallows	 ﾠan	 ﾠexploration	 ﾠof	 ﾠthe	 ﾠ
educative	 ﾠas	 ﾠa	 ﾠbroad	 ﾠand	 ﾠdynamically	 ﾠorganised	 ﾠphenomenon	 ﾠthat	 ﾠexists	 ﾠoutside	 ﾠ
of	 ﾠthe	 ﾠcontemporary	 ﾠdefinitional	 ﾠconstraints.	 ﾠIt	 ﾠalso	 ﾠgives	 ﾠsome	 ﾠlogical	 ﾠcoherence	 ﾠ
or	 ﾠorder	 ﾠto	 ﾠthe	 ﾠdynamics	 ﾠthat	 ﾠform	 ﾠthe	 ﾠstructures	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠeducational-ﾭ‐life	 ﾠ
exists	 ﾠso	 ﾠthat	 ﾠthey	 ﾠcan	 ﾠbe	 ﾠutilised	 ﾠto	 ﾠinform,	 ﾠfor	 ﾠthe	 ﾠpurposes	 ﾠof	 ﾠteaching	 ﾠand	 ﾠ
learning,	 ﾠconventional	 ﾠeducational	 ﾠquestions	 ﾠrelating	 ﾠto	 ﾠa	 ﾠbroader	 ﾠconcept	 ﾠof	 ﾠthe	 ﾠ
education	 ﾠand	 ﾠthe	 ﾠeducative	 ﾠthat	 ﾠequally	 ﾠembraces	 ﾠthe	 ﾠformal	 ﾠand	 ﾠinformal.	 ﾠ	 ﾠ
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1.2	 ﾠThe	 ﾠEducative	 ﾠin	 ﾠthe	 ﾠArtistic	 ﾠPhases	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Although	 ﾠ the	 ﾠ influences	 ﾠ on	 ﾠ the	 ﾠ artwork	 ﾠ of	 ﾠ Dix	 ﾠ are	 ﾠ varied,	 ﾠ ranging	 ﾠ from	 ﾠ the	 ﾠ
Masters	 ﾠof	 ﾠthe	 ﾠrenaissance	 ﾠright	 ﾠthrough	 ﾠto	 ﾠthe	 ﾠfuturists,	 ﾠthere	 ﾠare	 ﾠthree	 ﾠnotable	 ﾠ
movements	 ﾠand	 ﾠstyles	 ﾠin	 ﾠwhich	 ﾠDix’s	 ﾠwork	 ﾠis	 ﾠfirmly	 ﾠlocated,	 ﾠnamely:	 ﾠDada,	 ﾠNeue	 ﾠ
Sachlichkeit	 ﾠand	 ﾠVerism,	 ﾠand	 ﾠFuturism.	 ﾠThe	 ﾠmost	 ﾠnotorious	 ﾠof	 ﾠhis	 ﾠartwork	 ﾠwas	 ﾠ
produced	 ﾠ during	 ﾠ the	 ﾠ artists	 ﾠ Neue	 ﾠ Sachlichkeit	 ﾠ phase	 ﾠ in	 ﾠ the	 ﾠ verist	 ﾠ style	 ﾠ and	 ﾠ
therefore	 ﾠthe	 ﾠother	 ﾠtwo	 ﾠare	 ﾠnot	 ﾠdiscussed	 ﾠhere	 ﾠsave	 ﾠin	 ﾠmention,	 ﾠhowever	 ﾠthese	 ﾠ
are	 ﾠfully	 ﾠdiscussed	 ﾠin	 ﾠChapter	 ﾠfour.	 ﾠ	 ﾠHere	 ﾠnotoriety	 ﾠis	 ﾠdefined	 ﾠas	 ﾠbeing	 ﾠknown	 ﾠfor	 ﾠ
some	 ﾠact	 ﾠor	 ﾠquality,	 ﾠcausing	 ﾠoutrage	 ﾠand	 ﾠencouraging	 ﾠdiscourse.	 ﾠ	 ﾠ
	 ﾠ
Verism,	 ﾠderived	 ﾠfrom	 ﾠthe	 ﾠLatin	 ﾠversus	 ﾠthat	 ﾠmeans	 ﾠtrue,	 ﾠwas	 ﾠlocated	 ﾠwithin	 ﾠthe	 ﾠ
New	 ﾠObjectivity	 ﾠ(Neue	 ﾠSachlichkeit)	 ﾠart	 ﾠmovement	 ﾠwas	 ﾠa	 ﾠform	 ﾠof	 ﾠrealism	 ﾠthat	 ﾠ
sought	 ﾠto	 ﾠembrace	 ﾠreality	 ﾠand	 ﾠmuch	 ﾠof	 ﾠthis	 ﾠwork	 ﾠcan	 ﾠbe	 ﾠregarded	 ﾠas	 ﾠvulgar,	 ﾠ
unconventionally	 ﾠbeautiful	 ﾠor	 ﾠaesthetically	 ﾠpleasing	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigures	 ﾠ1	 ﾠ
and	 ﾠ2).	 ﾠArtists	 ﾠwithin	 ﾠthe	 ﾠNeue	 ﾠSachlichkeit	 ﾠ(New	 ﾠObjectivity)	 ﾠcan	 ﾠbe	 ﾠdefined	 ﾠas	 ﾠ
either	 ﾠ verists	 ﾠ (as	 ﾠ above)	 ﾠ or	 ﾠ magical	 ﾠ realists	 ﾠ (classically-ﾭ‐
orientated/classicists/neo-ﾭ‐classicists).	 ﾠThe	 ﾠworks	 ﾠof	 ﾠthe	 ﾠlatter	 ﾠgroup,	 ﾠwhich	 ﾠdo	 ﾠ
not	 ﾠform	 ﾠpart	 ﾠof	 ﾠthis	 ﾠstudy,	 ﾠincluded	 ﾠAnton	 ﾠRäderscheidt,	 ﾠGeorg	 ﾠSchrimpf	 ﾠand	 ﾠ
Carl	 ﾠGrossberg	 ﾠclearly	 ﾠexemplifies	 ﾠa	 ﾠpost-ﾭ‐war	 ﾠreturn	 ﾠto	 ﾠorder	 ﾠevidenced	 ﾠthrough,	 ﾠ
amongst	 ﾠother	 ﾠstyles,	 ﾠbeautiful	 ﾠlandscape	 ﾠand	 ﾠphoto-ﾭ‐realism.	 ﾠVerism	 ﾠrejected,	 ﾠ
amongst	 ﾠother	 ﾠthings,	 ﾠthe	 ﾠheroic	 ﾠand	 ﾠthe	 ﾠlegendary.	 ﾠWhat	 ﾠis	 ﾠparticularly	 ﾠstrange	 ﾠ
about	 ﾠthis	 ﾠmovement	 ﾠis	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠit	 ﾠwas	 ﾠnurtured	 ﾠby	 ﾠthe	 ﾠBerlin	 ﾠmetropolis	 ﾠ
during	 ﾠthe	 ﾠ1920’s	 ﾠwhere	 ﾠ
	 ﾠ
the	 ﾠfree	 ﾠand	 ﾠapplied	 ﾠarts	 ﾠ[were]	 ﾠoutstripping	 ﾠParis	 ﾠand	 ﾠLondon	 ﾠfor	 ﾠ
more	 ﾠthan	 ﾠa	 ﾠdecade	 ﾠ(Staatliche	 ﾠMuseum	 ﾠ1974,	 ﾠp177	 ﾠin	 ﾠMichalski	 ﾠ1994,	 ﾠ
p.23).	 ﾠ	 ﾠ
	 ﾠ
Verism	 ﾠbecame	 ﾠthe	 ﾠdefining	 ﾠart	 ﾠstyle	 ﾠfor	 ﾠthe	 ﾠWeimer	 ﾠRepublic	 ﾠwhere	 ﾠartists,	 ﾠ
amongst	 ﾠothers,	 ﾠOtto	 ﾠDix,	 ﾠGeorge	 ﾠEhrenfried	 ﾠGrosz	 ﾠ(George	 ﾠGrosz	 ﾠfrom	 ﾠ1916)	 ﾠ
and	 ﾠChristian	 ﾠSchad.	 ﾠThese	 ﾠartists	 ﾠexpressed	 ﾠand	 ﾠexposed	 ﾠtheir	 ﾠexperiences	 ﾠas	 ﾠa	 ﾠ
form	 ﾠof	 ﾠsocial	 ﾠcriticism	 ﾠof	 ﾠbourgeois	 ﾠculture,	 ﾠand	 ﾠthe	 ﾠFirst	 ﾠand	 ﾠSecond	 ﾠWorld	 ﾠ	 ﾠ 25	 ﾠ
Wars	 ﾠthrough	 ﾠtheir	 ﾠworks	 ﾠof	 ﾠart	 ﾠand	 ﾠit	 ﾠcan	 ﾠbe	 ﾠstated	 ﾠthat	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠtheir	 ﾠ
artwork	 ﾠand	 ﾠstyles	 ﾠexpressed	 ﾠitself	 ﾠthrough	 ﾠtheir	 ﾠexperiences.	 ﾠThe	 ﾠresult	 ﾠof	 ﾠthis	 ﾠ
was	 ﾠ to	 ﾠ smash	 ﾠ the	 ﾠ imaginary	 ﾠ utopian	 ﾠ worlds	 ﾠ created	 ﾠ by	 ﾠ expressionism	 ﾠ that	 ﾠ
distorted	 ﾠreality	 ﾠwhere	 ﾠsubjugation	 ﾠacted	 ﾠas	 ﾠa	 ﾠconduit	 ﾠthrough	 ﾠwhich	 ﾠthe	 ﾠinner-ﾭ‐
self	 ﾠcould	 ﾠbe	 ﾠcommunicated.	 ﾠThe	 ﾠwork	 ﾠof	 ﾠmany	 ﾠother	 ﾠartist’s	 ﾠforms	 ﾠpart	 ﾠof	 ﾠthis	 ﾠ
movement	 ﾠ including	 ﾠ Eugene	 ﾠ Hoffman,	 ﾠ Karl	 ﾠ Hubbuch,	 ﾠ Max	 ﾠ Beckman	 ﾠ and	 ﾠ
Rudolph	 ﾠ Schlicter	 ﾠ all	 ﾠ of	 ﾠ whom	 ﾠ deserve	 ﾠ mention	 ﾠ however	 ﾠ this	 ﾠ study	 ﾠ focuses	 ﾠ
solely	 ﾠon	 ﾠOtto	 ﾠDix	 ﾠwith	 ﾠreference	 ﾠto	 ﾠother	 ﾠartists	 ﾠas	 ﾠand	 ﾠwhere	 ﾠappropriate.	 ﾠ
	 ﾠ
Verist	 ﾠworks	 ﾠare	 ﾠdistinguishable	 ﾠbecause	 ﾠof	 ﾠthe	 ﾠmeticulousness	 ﾠin	 ﾠdetail	 ﾠthat	 ﾠ
captured	 ﾠreality	 ﾠin	 ﾠa	 ﾠway	 ﾠthat	 ﾠis	 ﾠdiscernibly	 ﾠdetached	 ﾠand	 ﾠoften	 ﾠcontrasted	 ﾠby	 ﾠ
the	 ﾠcircumstances	 ﾠof	 ﾠexistence	 ﾠfor	 ﾠexample	 ﾠculture,	 ﾠsocio-ﾭ‐economics,	 ﾠmorality,	 ﾠ
politics,	 ﾠ revolution	 ﾠ and	 ﾠ sexuality	 ﾠ –	 ﾠ good	 ﾠ examples	 ﾠ of	 ﾠ this	 ﾠ are	 ﾠ the	 ﾠ Pillars	 ﾠ of	 ﾠ
Society	 ﾠ(1926)	 ﾠby	 ﾠGeorge	 ﾠGrosz	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ3)	 ﾠand	 ﾠthe	 ﾠPortrait	 ﾠof	 ﾠ
Margot	 ﾠ(1924)	 ﾠby	 ﾠRudolph	 ﾠSchlicter	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ4).	 ﾠ
	 ﾠ
1.3	 ﾠThe	 ﾠEducative	 ﾠand	 ﾠthe	 ﾠBiographical	 ﾠLife-ﾭ‐Narrative	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠ thesis	 ﾠ will	 ﾠ examine	 ﾠ the	 ﾠ educational	 ﾠ life	 ﾠ (recounted	 ﾠ by	 ﾠ others	 ﾠ and	 ﾠ
sedimented	 ﾠ in	 ﾠ various	 ﾠ art	 ﾠ movements	 ﾠ and	 ﾠ styles)	 ﾠ of	 ﾠ one	 ﾠ of	 ﾠ the	 ﾠ artists	 ﾠ
considered	 ﾠto	 ﾠbe	 ﾠthe	 ﾠmost	 ﾠhighly	 ﾠregarded,	 ﾠnotorious	 ﾠand	 ﾠinfluential:	 ﾠWilhelm	 ﾠ
Heinrich	 ﾠ Otto	 ﾠ Dix.	 ﾠ This	 ﾠ is	 ﾠ achieved	 ﾠ through	 ﾠ biography	 ﾠ and	 ﾠ visual	 ﾠ theory	 ﾠ
(narrative,	 ﾠ semiotics	 ﾠ and	 ﾠ colour)	 ﾠ with	 ﾠ the	 ﾠ aim	 ﾠ of	 ﾠ exploring	 ﾠ the	 ﾠ educational	 ﾠ
influences	 ﾠin	 ﾠthe	 ﾠartist’s	 ﾠlife.	 ﾠIn	 ﾠaddition,	 ﾠOtto	 ﾠDix’s	 ﾠlife	 ﾠis	 ﾠused	 ﾠto	 ﾠexamine	 ﾠhow	 ﾠ
the	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠcan	 ﾠaid	 ﾠthe	 ﾠexploration	 ﾠof	 ﾠan	 ﾠindividual	 ﾠeducated-ﾭ‐
self	 ﾠand	 ﾠtheir	 ﾠpersonal	 ﾠreality	 ﾠ(see	 ﾠKuhn	 ﾠ1996,	 ﾠp.44).	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠis	 ﾠpostulated	 ﾠthat	 ﾠnotions	 ﾠof	 ﾠreality	 ﾠthat	 ﾠinform	 ﾠdefinitions	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠ
and	 ﾠeducation	 ﾠ(design,	 ﾠpolicy,	 ﾠteaching	 ﾠand	 ﾠlearning,	 ﾠand	 ﾠresearch)	 ﾠcan	 ﾠbe	 ﾠused	 ﾠ
to	 ﾠexplore	 ﾠhow	 ﾠformal	 ﾠand	 ﾠinformal	 ﾠeducation	 ﾠinfluenced	 ﾠOtto	 ﾠDix’s	 ﾠlife	 ﾠand	 ﾠ
artwork.	 ﾠHeidegger	 ﾠ(1962)	 ﾠin	 ﾠhis	 ﾠtreatise	 ﾠ(see	 ﾠMacquarrie,	 ﾠJ.	 ﾠand	 ﾠRobinson,	 ﾠE.	 ﾠ
Heidegger,	 ﾠM.	 ﾠ1978,	 ﾠat	 ﾠpp.21	 ﾠ–	 ﾠ32)	 ﾠsuggests	 ﾠthat	 ﾠthe	 ﾠmeaning	 ﾠof	 ﾠreality	 ﾠ(being)	 ﾠ
matters	 ﾠto	 ﾠthose	 ﾠto	 ﾠwhom	 ﾠbeing	 ﾠmatters.	 ﾠFor	 ﾠinstance	 ﾠOtto	 ﾠDix’s	 ﾠsubsequent	 ﾠ	 ﾠ 26	 ﾠ
anti-ﾭ‐war	 ﾠstance	 ﾠwas	 ﾠinformed	 ﾠby	 ﾠthe	 ﾠrole	 ﾠhe	 ﾠhad	 ﾠplayed	 ﾠin	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar.	 ﾠ
Heidegger	 ﾠalso	 ﾠargues	 ﾠthat	 ﾠthe	 ﾠbasis	 ﾠand	 ﾠintelligibility	 ﾠof	 ﾠhuman	 ﾠexistence	 ﾠlies	 ﾠin	 ﾠ
time	 ﾠwhen	 ﾠhe	 ﾠstates	 ﾠ	 ﾠ
	 ﾠ
what	 ﾠseems	 ﾠ‘simpler’	 ﾠthan	 ﾠto	 ﾠcharacterise	 ﾠthe	 ﾠ‘connectedness	 ﾠof	 ﾠlife’	 ﾠ
between	 ﾠbirth	 ﾠand	 ﾠdeath?	 ﾠIt	 ﾠconsists	 ﾠof	 ﾠa	 ﾠsequence	 ﾠof	 ﾠexperiences	 ﾠ‘in	 ﾠ
time’	 ﾠ …	 ﾠ in	 ﾠ spite	 ﾠ of	 ﾠ constant	 ﾠ changing	 ﾠ of	 ﾠ these	 ﾠ experiences,	 ﾠ the	 ﾠ self	 ﾠ
maintains	 ﾠitself	 ﾠthroughout	 ﾠwith	 ﾠa	 ﾠcertain	 ﾠselfsameness	 ﾠ(1962,	 ﾠp.425).	 ﾠ	 ﾠ
	 ﾠ
From	 ﾠ this	 ﾠ it	 ﾠ can	 ﾠ be	 ﾠ stated	 ﾠ that	 ﾠ time	 ﾠ has	 ﾠ both	 ﾠ a	 ﾠ subjective	 ﾠ and	 ﾠ objective	 ﾠ
application.	 ﾠIt	 ﾠis	 ﾠsubjective	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠindividual	 ﾠassessing	 ﾠin	 ﾠhindsight	 ﾠtheir	 ﾠ
actions	 ﾠduring	 ﾠtheir	 ﾠlife	 ﾠ(reflexive-ﾭ‐self)	 ﾠand	 ﾠ‘objective’	 ﾠin	 ﾠthe	 ﾠsense	 ﾠof	 ﾠothers	 ﾠ
making	 ﾠsense	 ﾠof	 ﾠtheir	 ﾠlife	 ﾠand	 ﾠwork	 ﾠduring	 ﾠtheir	 ﾠlife	 ﾠand	 ﾠposthumously	 ﾠ(third-ﾭ‐
party-ﾭ‐reflection).	 ﾠThis	 ﾠhas	 ﾠimplications	 ﾠin	 ﾠterms	 ﾠof	 ﾠhow	 ﾠindividuals	 ﾠstrategically	 ﾠ
navigate	 ﾠ through	 ﾠ life	 ﾠ and	 ﾠ the	 ﾠ choices	 ﾠ they	 ﾠ subsequently	 ﾠ make.	 ﾠ These	 ﾠ
considerations	 ﾠ are	 ﾠ explored	 ﾠ in	 ﾠ relation	 ﾠ to	 ﾠ a	 ﾠ broader	 ﾠnotion	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ
through	 ﾠquestions	 ﾠsuch	 ﾠas	 ﾠwhat	 ﾠinfluenced	 ﾠOtto	 ﾠDix’s	 ﾠeducative-ﾭ‐self	 ﾠand	 ﾠwhat	 ﾠ
did	 ﾠthe	 ﾠmessages	 ﾠin	 ﾠhis	 ﾠartwork	 ﾠteach	 ﾠothers	 ﾠ(see	 ﾠChapters	 ﾠtwo	 ﾠ–	 ﾠthree).	 ﾠ	 ﾠ
	 ﾠ
If	 ﾠhistoricity	 ﾠ(context	 ﾠor	 ﾠlocation)	 ﾠcan	 ﾠmake	 ﾠhuman	 ﾠexistence	 ﾠintelligible	 ﾠthen	 ﾠit	 ﾠ
can	 ﾠalso	 ﾠprovide	 ﾠinsight	 ﾠinto	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠan	 ﾠindividual	 ﾠlife.	 ﾠThe	 ﾠ
biographical	 ﾠ life-ﾭ‐narrative	 ﾠ is	 ﾠ best	 ﾠ placed	 ﾠ to	 ﾠ achieve	 ﾠ this.	 ﾠ It	 ﾠ also	 ﾠ allows	 ﾠ
reconsideration	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠunderstanding	 ﾠof	 ﾠsubjective	 ﾠtruths	 ﾠabout	 ﾠ
informal	 ﾠteaching	 ﾠand	 ﾠlearning	 ﾠin	 ﾠterms	 ﾠof	 ﾠprivate	 ﾠknowledge.	 ﾠIt	 ﾠis	 ﾠsalient	 ﾠto	 ﾠ
state	 ﾠ that	 ﾠ this	 ﾠ is	 ﾠ distinct	 ﾠ to	 ﾠ the	 ﾠ form	 ﾠ in	 ﾠ which	 ﾠ reality	 ﾠ is	 ﾠ presented,	 ﾠ through	 ﾠ
interrogative	 ﾠ biographical	 ﾠ life-ﾭ‐narrative	 ﾠ studies	 ﾠ including	 ﾠ the	 ﾠ artistic,	 ﾠ
autobiographical,	 ﾠ biographical,	 ﾠ economic,	 ﾠ historical,	 ﾠ political	 ﾠ and	 ﾠ social.	 ﾠ The	 ﾠ
form	 ﾠof	 ﾠreality	 ﾠ(consisting	 ﾠof	 ﾠmany	 ﾠrealities)	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠis	 ﾠof	 ﾠsignificance	 ﾠto	 ﾠ
educationalists	 ﾠ(educators,	 ﾠpoliticians	 ﾠor	 ﾠresearchers)	 ﾠbecause	 ﾠof	 ﾠthe	 ﾠinsights	 ﾠ
into	 ﾠa	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠstrategic-ﾭ‐self.	 ﾠ	 ﾠ
	 ﾠ
Otto	 ﾠDix	 ﾠwill	 ﾠbe	 ﾠused	 ﾠfor	 ﾠthe	 ﾠfirst	 ﾠtime	 ﾠas	 ﾠa	 ﾠbiographical	 ﾠcase	 ﾠstudy	 ﾠto	 ﾠexplore	 ﾠhis	 ﾠ
practice	 ﾠ from	 ﾠ an	 ﾠ educational	 ﾠ perspective.	 ﾠ This	 ﾠ avant-ﾭ‐garde	 ﾠ German	 ﾠ artist	 ﾠ is	 ﾠ	 ﾠ 27	 ﾠ
regarded	 ﾠ as	 ﾠ being	 ﾠ important	 ﾠ because	 ﾠ he	 ﾠ represented	 ﾠ what	 ﾠ it	 ﾠ meant	 ﾠ to	 ﾠ be	 ﾠ
German,	 ﾠ he	 ﾠ was	 ﾠ also	 ﾠ the	 ﾠ co-ﾭ‐founder	 ﾠ and	 ﾠ advocate	 ﾠ of	 ﾠ new	 ﾠ art	 ﾠ movements	 ﾠ
including	 ﾠDadaism	 ﾠand	 ﾠVerism.	 ﾠOtto	 ﾠDix	 ﾠ(Dix	 ﾠfrom	 ﾠnow)	 ﾠwas	 ﾠprobably	 ﾠthe	 ﾠmost	 ﾠ
influential	 ﾠartist	 ﾠin	 ﾠterms	 ﾠof	 ﾠGerman	 ﾠart	 ﾠand	 ﾠwas	 ﾠconsidered	 ﾠby	 ﾠmany	 ﾠto	 ﾠbe	 ﾠ	 ﾠ
	 ﾠ
[the]	 ﾠ Neue	 ﾠ Sachlichkeit	 ﾠ [and	 ﾠ thus	 ﾠ a	 ﾠ facet	 ﾠ of	 ﾠ verism]	 ﾠ personified	 ﾠ
(Michalski	 ﾠ1994,	 ﾠp.53).	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠwas	 ﾠespecially	 ﾠnoted	 ﾠfor	 ﾠhis	 ﾠability	 ﾠto	 ﾠcapture	 ﾠ	 ﾠ
	 ﾠ
personalities	 ﾠthat	 ﾠcould	 ﾠprovide	 ﾠinformation	 ﾠabout	 ﾠtheir	 ﾠtime	 ﾠ[often	 ﾠ
exaggerating	 ﾠelements	 ﾠof	 ﾠthem	 ﾠso	 ﾠas	 ﾠto	 ﾠtypify	 ﾠthem	 ﾠin	 ﾠaccordance	 ﾠwith	 ﾠ
the	 ﾠdynamics	 ﾠof	 ﾠphysical	 ﾠtime	 ﾠand	 ﾠspace	 ﾠ(epoch)	 ﾠwhich	 ﾠthey	 ﾠoccupied	 ﾠ
as	 ﾠin	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ2]	 ﾠ(Michalski	 ﾠ1994,	 ﾠp.53).	 ﾠ	 ﾠ
	 ﾠ
Other	 ﾠthan	 ﾠhis	 ﾠbackground,	 ﾠclass,	 ﾠeducation	 ﾠand	 ﾠcareer	 ﾠnotable	 ﾠare	 ﾠthe	 ﾠroles	 ﾠhe	 ﾠ
played,	 ﾠwhether	 ﾠfreely	 ﾠor	 ﾠotherwise,	 ﾠduring	 ﾠthe	 ﾠFirst	 ﾠand	 ﾠSecond	 ﾠWorld	 ﾠWar.	 ﾠIn	 ﾠ
1914	 ﾠDix	 ﾠvolunteered	 ﾠfor	 ﾠthe	 ﾠGerman	 ﾠarmy	 ﾠand	 ﾠwas	 ﾠassigned	 ﾠto	 ﾠa	 ﾠfield	 ﾠartillery	 ﾠ
regiment	 ﾠ(Dresden)	 ﾠand	 ﾠsubsequently	 ﾠbecame	 ﾠa	 ﾠnon-ﾭ‐commissioned	 ﾠofficer	 ﾠwith	 ﾠ
a	 ﾠmachine-ﾭ‐gun	 ﾠunit	 ﾠ(Eberle	 ﾠ1985,	 ﾠp.22).	 ﾠThis	 ﾠchoice	 ﾠundoubtedly	 ﾠaffected	 ﾠhis	 ﾠ
educational-ﾭ‐life	 ﾠand	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠhis	 ﾠartwork;	 ﾠsomething	 ﾠthat	 ﾠis	 ﾠexplored	 ﾠ
through	 ﾠthe	 ﾠart	 ﾠhe	 ﾠsubsequently	 ﾠproduced.	 ﾠHis	 ﾠartwork	 ﾠalso	 ﾠevidences	 ﾠthrough	 ﾠ
his	 ﾠpractices	 ﾠhis	 ﾠeducation	 ﾠ(informal)	 ﾠoutside	 ﾠof	 ﾠthe	 ﾠtraditional	 ﾠand	 ﾠmore	 ﾠformal	 ﾠ
educational	 ﾠsetting	 ﾠrevealing	 ﾠthe	 ﾠstruggle	 ﾠbetween	 ﾠthe	 ﾠmilieu	 ﾠof	 ﾠDix’s	 ﾠeveryday	 ﾠ
life,	 ﾠsexuality,	 ﾠcultural,	 ﾠethical	 ﾠand	 ﾠreligious	 ﾠbeliefs,	 ﾠthe	 ﾠroles	 ﾠhe	 ﾠwas	 ﾠrequired	 ﾠto	 ﾠ
play	 ﾠin	 ﾠaccordance	 ﾠwith	 ﾠthe	 ﾠeconomic,	 ﾠmoral,	 ﾠpolitical	 ﾠand	 ﾠsocial	 ﾠconstructs	 ﾠfor	 ﾠ
example	 ﾠartist,	 ﾠfather,	 ﾠlover,	 ﾠson	 ﾠand	 ﾠsolider	 ﾠwith	 ﾠthe	 ﾠGerman	 ﾠeducative.	 ﾠ
	 ﾠ
When	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠof	 ﾠthis	 ﾠartist	 ﾠis	 ﾠexamined	 ﾠin	 ﾠthis	 ﾠway	 ﾠwhat	 ﾠ
begins	 ﾠto	 ﾠemerge	 ﾠis	 ﾠevidence	 ﾠsubstantiating	 ﾠa	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠ
and	 ﾠits	 ﾠrelationship	 ﾠwith	 ﾠthe	 ﾠchoices	 ﾠhe	 ﾠmade	 ﾠin	 ﾠhis	 ﾠeducational-ﾭ‐life	 ﾠand	 ﾠhow	 ﾠ
that	 ﾠimpacted	 ﾠupon	 ﾠhis	 ﾠreflexive	 ﾠand	 ﾠstrategic-ﾭ‐self.	 ﾠFor	 ﾠinstance,	 ﾠin	 ﾠrelation	 ﾠto	 ﾠ
the	 ﾠlatter	 ﾠtwo	 ﾠthis	 ﾠanalysis	 ﾠreveals	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠhis	 ﾠartwork	 ﾠin	 ﾠterms	 ﾠof	 ﾠwhat	 ﾠ	 ﾠ 28	 ﾠ
he	 ﾠwas	 ﾠtrying	 ﾠto	 ﾠteach	 ﾠothers	 ﾠand	 ﾠthe	 ﾠstrategies	 ﾠhe	 ﾠadopted	 ﾠto	 ﾠachieve	 ﾠthis	 ﾠgiven	 ﾠ
the	 ﾠdynamics	 ﾠthat	 ﾠexisted	 ﾠat	 ﾠthat	 ﾠtime.	 ﾠIn	 ﾠeducational	 ﾠterms	 ﾠthis	 ﾠnarrative	 ﾠand	 ﾠ
semiotic	 ﾠ study	 ﾠ will	 ﾠ enhance	 ﾠ understanding	 ﾠ of	 ﾠ contemporary	 ﾠ interpretations	 ﾠ
about	 ﾠ teaching	 ﾠ and	 ﾠ learning	 ﾠ through	 ﾠ an	 ﾠ expansionist	 ﾠ philosophy	 ﾠ and	 ﾠ
transcendent	 ﾠknowledge	 ﾠabout	 ﾠthe	 ﾠways	 ﾠof	 ﾠbeing	 ﾠin	 ﾠthe	 ﾠworld,	 ﾠbeyond	 ﾠteacher	 ﾠ
and	 ﾠlearner,	 ﾠand	 ﾠcontemporary	 ﾠphilosophies	 ﾠof	 ﾠeducation.	 ﾠFor	 ﾠthe	 ﾠpurposes	 ﾠof	 ﾠ
biography	 ﾠthis	 ﾠfacilitates	 ﾠthe	 ﾠcreation	 ﾠof	 ﾠbiographical	 ﾠlife-ﾭ‐narratives	 ﾠthat	 ﾠreveal	 ﾠ
how	 ﾠpractices	 ﾠ(conscious;	 ﾠchosen	 ﾠand	 ﾠcoerced,	 ﾠand	 ﾠsubconscious	 ﾠchoices)	 ﾠand	 ﾠ
situatednesses	 ﾠinfinitely	 ﾠrelate,	 ﾠinteract,	 ﾠcreate	 ﾠand	 ﾠrecreate	 ﾠthemselves	 ﾠover	 ﾠ
and	 ﾠ over	 ﾠ again	 ﾠ and	 ﾠ the	 ﾠ premise	 ﾠ by	 ﾠ which	 ﾠ they	 ﾠ do	 ﾠ so.	 ﾠ Furthermore,	 ﾠ this	 ﾠ
biographical	 ﾠlife-ﾭ‐narrative	 ﾠinforms	 ﾠself-ﾭ‐reflection	 ﾠand	 ﾠevaluation,	 ﾠand	 ﾠfurthers	 ﾠ
understanding	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠwithin	 ﾠWeimar	 ﾠculture	 ﾠ(epoch)	 ﾠand	 ﾠits	 ﾠvalues.	 ﾠ
	 ﾠ
1.4	 ﾠThe	 ﾠEducative	 ﾠin	 ﾠArt	 ﾠ	 ﾠ
	 ﾠ
Critiques	 ﾠof	 ﾠart	 ﾠoften	 ﾠinvolve	 ﾠthe	 ﾠanalysis	 ﾠand	 ﾠdissection	 ﾠof	 ﾠa	 ﾠwork(s)	 ﾠto	 ﾠreveal	 ﾠ
the	 ﾠessence	 ﾠof	 ﾠthe	 ﾠindividual	 ﾠthat	 ﾠcreated	 ﾠit	 ﾠso	 ﾠthat	 ﾠexplanation	 ﾠand	 ﾠperhaps	 ﾠ
meaning	 ﾠcan	 ﾠbe	 ﾠgiven	 ﾠto	 ﾠtheir	 ﾠbiographical	 ﾠlife-ﾭ‐narrative,	 ﾠand	 ﾠthe	 ﾠdynamics	 ﾠand	 ﾠ
history	 ﾠin	 ﾠwhich	 ﾠthey	 ﾠexisted	 ﾠbut	 ﾠthis	 ﾠrarely	 ﾠfocuses	 ﾠon	 ﾠthat	 ﾠwhich	 ﾠis	 ﾠeducative	 ﾠin	 ﾠ
their	 ﾠartworks.	 ﾠSuch	 ﾠanalysis	 ﾠwill	 ﾠalso	 ﾠbe	 ﾠtaken	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠworks	 ﾠof	 ﾠthe	 ﾠ
chosen	 ﾠartist	 ﾠwith	 ﾠfurther	 ﾠcontext	 ﾠgiven	 ﾠthrough	 ﾠan	 ﾠexploration	 ﾠof	 ﾠhis	 ﾠlocations	 ﾠ
including	 ﾠ when	 ﾠ the	 ﾠ work	 ﾠ was	 ﾠ commissioned	 ﾠ and	 ﾠ created,	 ﾠ for	 ﾠ example	 ﾠ some	 ﾠ
attention	 ﾠwill	 ﾠbe	 ﾠpaid	 ﾠto	 ﾠthe	 ﾠlength	 ﾠit	 ﾠtook	 ﾠfor	 ﾠthe	 ﾠproduction	 ﾠof	 ﾠthe	 ﾠwork(s)	 ﾠand	 ﾠ
the	 ﾠ history-ﾭ‐lived	 ﾠ during	 ﾠ that	 ﾠ period	 ﾠ by	 ﾠ bringing	 ﾠ about	 ﾠ an	 ﾠ awareness	 ﾠ of	 ﾠ time.	 ﾠ
Furthermore,	 ﾠ explanations	 ﾠ or	 ﾠ explanatory	 ﾠ constraints	 ﾠ that	 ﾠ are	 ﾠ imposed	 ﾠ by	 ﾠ
historic	 ﾠevents	 ﾠ(First	 ﾠWorld	 ﾠWar)	 ﾠand	 ﾠmore	 ﾠcurrent	 ﾠdiscipline	 ﾠspecific	 ﾠtheories	 ﾠ
are	 ﾠ also	 ﾠ explored;	 ﾠ contributing	 ﾠ original	 ﾠ knowledge	 ﾠ to	 ﾠ art,	 ﾠ biography	 ﾠ and	 ﾠ
education.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠpoint	 ﾠis	 ﾠthat	 ﾠit	 ﾠis	 ﾠthrough	 ﾠan	 ﾠinterpretation	 ﾠof	 ﾠthe	 ﾠeducative,	 ﾠthe	 ﾠeducational-ﾭ‐
life,	 ﾠreflexive	 ﾠand	 ﾠstrategic-ﾭ‐self	 ﾠthrough	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠthat	 ﾠcan	 ﾠ
ultimately	 ﾠ alter	 ﾠ the	 ﾠ accepted	 ﾠ meaning	 ﾠ and	 ﾠ understanding	 ﾠ attributed	 ﾠ to	 ﾠ it	 ﾠ
particularly	 ﾠin	 ﾠrelation	 ﾠto	 ﾠan	 ﾠindividual’s	 ﾠlife.	 ﾠ	 ﾠ 29	 ﾠ
1.5	 ﾠThe	 ﾠMaterial	 ﾠfor	 ﾠthis	 ﾠStudy	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠstudy	 ﾠwill	 ﾠbring	 ﾠtogether	 ﾠpublished	 ﾠauto/biographical	 ﾠliterature	 ﾠon	 ﾠOtto	 ﾠDix	 ﾠ
so	 ﾠthat	 ﾠa	 ﾠchronology	 ﾠand	 ﾠstructure	 ﾠof	 ﾠhis	 ﾠlife	 ﾠcan	 ﾠbe	 ﾠdeciphered,	 ﾠsome	 ﾠof	 ﾠwhich	 ﾠ
has	 ﾠ already	 ﾠ been	 ﾠ undertaken	 ﾠ by,	 ﾠ amongst	 ﾠ others,	 ﾠ Michalski	 ﾠ (1994),	 ﾠ Schick	 ﾠ
(2005,	 ﾠ pp.121	 ﾠ –	 ﾠ 122)	 ﾠ and	 ﾠ Gutbrod	 ﾠ (2010).	 ﾠ These	 ﾠ texts	 ﾠ have	 ﾠ supported	 ﾠ
exhibitions	 ﾠand	 ﾠhave	 ﾠbeen	 ﾠused	 ﾠas	 ﾠreference	 ﾠsources	 ﾠby	 ﾠa	 ﾠvariety	 ﾠof	 ﾠother	 ﾠtexts	 ﾠ
including	 ﾠcatalogues	 ﾠand	 ﾠmagazines.	 ﾠThe	 ﾠmost	 ﾠrecent	 ﾠtext	 ﾠis	 ﾠthat	 ﾠof	 ﾠPeters	 ﾠ(2010)	 ﾠ
on	 ﾠthe	 ﾠworks	 ﾠof	 ﾠOtto	 ﾠDix.	 ﾠTo	 ﾠenhance	 ﾠthis	 ﾠbiographical	 ﾠdata	 ﾠother	 ﾠepistolary	 ﾠdata	 ﾠ
will	 ﾠ be	 ﾠ used	 ﾠ for	 ﾠ example	 ﾠ photographs,	 ﾠ letters	 ﾠ (public	 ﾠ and	 ﾠ private)	 ﾠ and	 ﾠ
correspondence	 ﾠ (private);	 ﾠ Otto	 ﾠ Dix	 ﾠ wrote	 ﾠ many	 ﾠ such	 ﾠ letters	 ﾠ to	 ﾠ his	 ﾠ girlfriend	 ﾠ
Helen	 ﾠJakob	 ﾠduring	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠand	 ﾠlater	 ﾠto	 ﾠhis	 ﾠwife	 ﾠMartha.	 ﾠ	 ﾠ
	 ﾠ
Although	 ﾠa	 ﾠcomprehensive	 ﾠliterature	 ﾠreview	 ﾠis	 ﾠundertaken	 ﾠin	 ﾠChapter	 ﾠtwo	 ﾠand	 ﾠ
the	 ﾠmethodology/theoretical	 ﾠframework	 ﾠin	 ﾠChapter	 ﾠthree	 ﾠit	 ﾠis	 ﾠsalient	 ﾠat	 ﾠthis	 ﾠpoint	 ﾠ
to	 ﾠstate	 ﾠthe	 ﾠlines	 ﾠof	 ﾠenquiry	 ﾠthat	 ﾠinformed	 ﾠthis	 ﾠstudy	 ﾠthat	 ﾠincluded	 ﾠbroad	 ﾠreading	 ﾠ
to	 ﾠ understand	 ﾠ the	 ﾠ Weimar	 ﾠ Republic	 ﾠ and	 ﾠ its	 ﾠ understanding	 ﾠ by	 ﾠ others;	 ﾠ for	 ﾠ
example	 ﾠits	 ﾠperceived,	 ﾠrepresented	 ﾠand	 ﾠactual	 ﾠform	 ﾠwhich	 ﾠhas	 ﾠallowed	 ﾠrelevant	 ﾠ
situatednesses	 ﾠto	 ﾠbe	 ﾠteased	 ﾠout.	 ﾠSuch	 ﾠtext	 ﾠdata	 ﾠincludes	 ﾠamongst	 ﾠother	 ﾠthings;	 ﾠ
Weimer	 ﾠCulture:	 ﾠThe	 ﾠOutsider	 ﾠas	 ﾠInsider	 ﾠ(Gay,	 ﾠ2001),	 ﾠArtists	 ﾠfor	 ﾠthe	 ﾠReich:	 ﾠCulture	 ﾠ
and	 ﾠ Race	 ﾠ from	 ﾠ Weimar	 ﾠ to	 ﾠ Nazi	 ﾠ Germany	 ﾠ (Clinefelter,	 ﾠ 2005),	 ﾠ The	 ﾠ Hitler	 ﾠ Myth	 ﾠ
(Kershaw,	 ﾠ2001),	 ﾠBerlin	 ﾠin	 ﾠthe	 ﾠ20’s:	 ﾠArt	 ﾠand	 ﾠCulture	 ﾠ1918	 ﾠ–	 ﾠ1933	 ﾠ(Metzger,	 ﾠ2007),	 ﾠ
The	 ﾠ Dark	 ﾠ Mirror:	 ﾠ German	 ﾠ Cinema	 ﾠ between	 ﾠ Hitler	 ﾠ and	 ﾠ Hollywood	 ﾠ (Koepnick,	 ﾠ
2002),	 ﾠCool	 ﾠConduct:	 ﾠThe	 ﾠCulture	 ﾠof	 ﾠDistance	 ﾠin	 ﾠWeimar	 ﾠGermany	 ﾠ(Lethen,	 ﾠ2002)	 ﾠ
and	 ﾠGlitter	 ﾠand	 ﾠDoom:	 ﾠGerman	 ﾠPortraits	 ﾠfrom	 ﾠthe	 ﾠ1920s	 ﾠ(Rewald,	 ﾠ2007).	 ﾠ
	 ﾠ
The	 ﾠ study	 ﾠ combines	 ﾠ written	 ﾠ text,	 ﾠ epistolary	 ﾠ evidence	 ﾠ and	 ﾠ the	 ﾠ visual	 ﾠ image.	 ﾠ
Hence,	 ﾠ amongst	 ﾠ others	 ﾠ the	 ﾠ following	 ﾠ textbooks	 ﾠ on	 ﾠ biography	 ﾠ and	 ﾠ narratives	 ﾠ
informed	 ﾠthis	 ﾠstudy	 ﾠin	 ﾠterms	 ﾠof,	 ﾠamongst	 ﾠother	 ﾠthings,	 ﾠresearch	 ﾠmethodology	 ﾠand	 ﾠ
validity;	 ﾠ Narratives	 ﾠ in	 ﾠ Social	 ﾠ Science	 ﾠ Research	 ﾠ (Czarniawska,	 ﾠ 2008),	 ﾠ Analyzing	 ﾠ
Narrative	 ﾠReality	 ﾠ(Gubrium	 ﾠand	 ﾠHolstein,	 ﾠ2009),	 ﾠNarrative	 ﾠAnalysis:	 ﾠStudying	 ﾠthe	 ﾠ
Development	 ﾠ of	 ﾠ Individuals	 ﾠ in	 ﾠ Society	 ﾠ (Daiute	 ﾠ and	 ﾠ Lightfoot,	 ﾠ 2004),	 ﾠ Narrative	 ﾠ
Methods	 ﾠ for	 ﾠ the	 ﾠ Human	 ﾠ Sciences	 ﾠ (Riessman,	 ﾠ 2008),	 ﾠ Biographical	 ﾠ Research	 ﾠ	 ﾠ 30	 ﾠ
(Roberts,	 ﾠ2002),	 ﾠBiography	 ﾠand	 ﾠEducation:	 ﾠA	 ﾠReader	 ﾠ(Erben,	 ﾠ1998),	 ﾠDocuments	 ﾠof	 ﾠ
Life	 ﾠ2;	 ﾠAn	 ﾠInvitation	 ﾠto	 ﾠCritical	 ﾠHumanism	 ﾠ(Plummer,	 ﾠ2001)	 ﾠand	 ﾠDoing	 ﾠNarrative	 ﾠ
Research	 ﾠ(Andrews	 ﾠet	 ﾠal,	 ﾠ2008).	 ﾠ	 ﾠ
	 ﾠ
For	 ﾠ purposes	 ﾠ of	 ﾠ analyzing	 ﾠ the	 ﾠ visual	 ﾠ image	 ﾠ the	 ﾠ following	 ﾠ textbooks,	 ﾠ amongst	 ﾠ
other	 ﾠsources,	 ﾠprovided	 ﾠuseful	 ﾠinsight	 ﾠinto	 ﾠthe	 ﾠtheories	 ﾠof	 ﾠanalysis;	 ﾠVision	 ﾠand	 ﾠ
Art:	 ﾠThe	 ﾠBiology	 ﾠof	 ﾠSeeing	 ﾠ(Livingston	 ﾠand	 ﾠHubel,	 ﾠ2002),	 ﾠUsing	 ﾠVisual	 ﾠData	 ﾠin	 ﾠ
Qualitative	 ﾠResearch	 ﾠ(Banks,	 ﾠ2007),	 ﾠHandbook	 ﾠof	 ﾠVisual	 ﾠAnalysis	 ﾠ(Leeuwen	 ﾠand	 ﾠ
Jewitt,	 ﾠ2001),	 ﾠThe	 ﾠUses	 ﾠof	 ﾠImages:	 ﾠStudies	 ﾠin	 ﾠthe	 ﾠSocial	 ﾠFunction	 ﾠof	 ﾠArt	 ﾠand	 ﾠVisual	 ﾠ
Communication	 ﾠ(Gombrich,	 ﾠ1999),	 ﾠMethods	 ﾠand	 ﾠTheories	 ﾠof	 ﾠArt	 ﾠHistory	 ﾠ(D’Alleva,	 ﾠ
2005),	 ﾠMethod	 ﾠMeets	 ﾠArt	 ﾠ(Leavy,	 ﾠ2009),	 ﾠArt	 ﾠand	 ﾠIllusion:	 ﾠA	 ﾠStudy	 ﾠin	 ﾠthe	 ﾠPsychology	 ﾠ
of	 ﾠ Pictorial	 ﾠ Representation	 ﾠ (Gombrich,	 ﾠ 2002),	 ﾠ Ways	 ﾠ of	 ﾠ Seeing	 ﾠ (Berger,	 ﾠ 1972),	 ﾠ
Languages	 ﾠ of	 ﾠ Art	 ﾠ (Goodman,	 ﾠ 1976)	 ﾠ and	 ﾠ How	 ﾠ to	 ﾠ Write	 ﾠ Art	 ﾠ History	 ﾠ (D’Alleva,	 ﾠ
2006).	 ﾠ	 ﾠ
	 ﾠ
1.6	 ﾠResearch	 ﾠand	 ﾠResearcher	 ﾠLocation	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ varying	 ﾠ interests	 ﾠ and	 ﾠ biases	 ﾠ of	 ﾠ the	 ﾠ researcher	 ﾠ (discussed	 ﾠ in	 ﾠ relation	 ﾠ to	 ﾠ
narratives	 ﾠin	 ﾠChapter	 ﾠthree)	 ﾠmake	 ﾠit	 ﾠimportant,	 ﾠnot	 ﾠleast	 ﾠfor	 ﾠpurposes	 ﾠof	 ﾠvalidity,	 ﾠ
to	 ﾠ locate	 ﾠ the	 ﾠ perspective	 ﾠ from	 ﾠ which	 ﾠ the	 ﾠ study	 ﾠ is	 ﾠ approached.	 ﾠ Often	 ﾠ
disciplinarians	 ﾠsuch	 ﾠas	 ﾠthe	 ﾠart	 ﾠhistorian,	 ﾠbiographer	 ﾠor	 ﾠsocial	 ﾠscientist	 ﾠwill	 ﾠtake	 ﾠ
specified	 ﾠtheoretical,	 ﾠmethodological	 ﾠand	 ﾠphilosophical	 ﾠapproaches	 ﾠto	 ﾠcollect	 ﾠand	 ﾠ
analyse	 ﾠdata,	 ﾠformulating	 ﾠan	 ﾠargument	 ﾠthat	 ﾠis	 ﾠfirmly	 ﾠlocated	 ﾠwithin	 ﾠa	 ﾠparticular	 ﾠ
school	 ﾠ of	 ﾠ thought	 ﾠ for	 ﾠ example	 ﾠ feministic,	 ﾠ iconographic	 ﾠ or	 ﾠ semiotic.	 ﾠ It	 ﾠ is	 ﾠ this	 ﾠ
approach	 ﾠ that	 ﾠ often	 ﾠ leads	 ﾠ to	 ﾠ the	 ﾠ delimitation	 ﾠ of	 ﾠ life-ﾭ‐narratives	 ﾠ and	 ﾠ their	 ﾠ
information	 ﾠ of	 ﾠ the	 ﾠ educative.	 ﾠ Such	 ﾠ specific	 ﾠ focus	 ﾠ can	 ﾠ lead	 ﾠ to	 ﾠ the	 ﾠ researcher	 ﾠ
discounting	 ﾠ the	 ﾠ minutiae	 ﾠ of	 ﾠ a	 ﾠ life	 ﾠ or	 ﾠ ignoring	 ﾠ meaningful	 ﾠ events	 ﾠ and	 ﾠ
circumstances,	 ﾠ the	 ﾠ result	 ﾠ of	 ﾠ which	 ﾠ is,	 ﾠ other	 ﾠ than	 ﾠ issues	 ﾠ of	 ﾠ validity,	 ﾠ truth	 ﾠ and	 ﾠ
reliability	 ﾠ which	 ﾠ are	 ﾠ discussed	 ﾠ in	 ﾠChapter	 ﾠthree,	 ﾠto	 ﾠalter	 ﾠthe	 ﾠtrajectory	 ﾠof	 ﾠthe	 ﾠ
narrative-ﾭ‐form.	 ﾠHence,	 ﾠthis	 ﾠstudy	 ﾠwill	 ﾠbe	 ﾠthe	 ﾠfirst	 ﾠthat	 ﾠcombines	 ﾠstrategies	 ﾠin	 ﾠ
narrative	 ﾠ research	 ﾠ (auto/biography),	 ﾠ iconography	 ﾠ and	 ﾠ semiotics	 ﾠ (art	 ﾠ history)	 ﾠ
and	 ﾠevidential-ﾭ‐types	 ﾠfor	 ﾠexample	 ﾠepistolary	 ﾠdata	 ﾠsuch	 ﾠas	 ﾠletters,	 ﾠpaintings	 ﾠand	 ﾠ	 ﾠ 31	 ﾠ
sketches	 ﾠto	 ﾠexplore	 ﾠthe	 ﾠrelationship	 ﾠbetween	 ﾠthe	 ﾠsituatednesses	 ﾠin	 ﾠthe	 ﾠlife	 ﾠof	 ﾠOtto	 ﾠ
Dix	 ﾠand	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠhis	 ﾠverist	 ﾠart.	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠshould	 ﾠbe	 ﾠnoted	 ﾠthat,	 ﾠlike	 ﾠother	 ﾠstudies	 ﾠthat	 ﾠseek	 ﾠto	 ﾠexplore	 ﾠbiographical	 ﾠlife-ﾭ‐
narratives,	 ﾠthe	 ﾠanalysis	 ﾠis	 ﾠobjective	 ﾠbut	 ﾠalso	 ﾠsubjectively	 ﾠinformed	 ﾠ(subjective	 ﾠ
knowledge	 ﾠ in	 ﾠ objective	 ﾠ analysis	 ﾠ see	 ﾠ supra	 ﾠ p.89).	 ﾠ It	 ﾠ is	 ﾠ my	 ﾠ construction	 ﾠ of	 ﾠ the	 ﾠ
biographical	 ﾠlife-ﾭ‐narrative	 ﾠof	 ﾠthis	 ﾠverist;	 ﾠtherefore	 ﾠit	 ﾠis	 ﾠpartial	 ﾠin	 ﾠits	 ﾠassumptions,	 ﾠ
discussions	 ﾠand	 ﾠpresumptions.	 ﾠHowever	 ﾠthe	 ﾠcombination	 ﾠof	 ﾠstrategies	 ﾠused	 ﾠdoes,	 ﾠ
to	 ﾠan	 ﾠextent,	 ﾠmitigate	 ﾠthis	 ﾠissue.	 ﾠThe	 ﾠphilosophical	 ﾠand	 ﾠtheoretical	 ﾠperspective	 ﾠ
through	 ﾠwhich	 ﾠthis	 ﾠstudy	 ﾠis	 ﾠcoloured	 ﾠincludes	 ﾠthe	 ﾠtheories	 ﾠof	 ﾠPierre	 ﾠBourdieu	 ﾠ
(habitus,	 ﾠcapital,	 ﾠconatus	 ﾠand	 ﾠdoxa)	 ﾠand	 ﾠThomas	 ﾠKuhn	 ﾠ(paradigms),	 ﾠthese	 ﾠare	 ﾠ
discussed	 ﾠin	 ﾠChapter	 ﾠthree.	 ﾠ	 ﾠ
	 ﾠ
My	 ﾠ interest	 ﾠ in	 ﾠ exploring	 ﾠ the	 ﾠ educative	 ﾠ nature	 ﾠ of	 ﾠ art	 ﾠ through	 ﾠ biography,	 ﾠ
iconography	 ﾠand	 ﾠsemiotics	 ﾠcan	 ﾠpartly	 ﾠbe	 ﾠattributed	 ﾠpredominantly	 ﾠto	 ﾠthe	 ﾠworks	 ﾠ
of	 ﾠOtto	 ﾠDix,	 ﾠGeorge	 ﾠGrosz	 ﾠand	 ﾠChristian	 ﾠSchad	 ﾠ(for	 ﾠexamples	 ﾠof	 ﾠthe	 ﾠworks	 ﾠof	 ﾠ
latter	 ﾠsee	 ﾠappendix	 ﾠone,	 ﾠfigures	 ﾠ17	 ﾠand	 ﾠ18).	 ﾠTheir	 ﾠworks,	 ﾠfor	 ﾠme,	 ﾠwere	 ﾠpolarised	 ﾠ
and	 ﾠ politically	 ﾠ charged	 ﾠ with	 ﾠ their	 ﾠ visual	 ﾠ social	 ﾠ criticism	 ﾠ and	 ﾠ satirical	 ﾠ
representation	 ﾠof	 ﾠthe	 ﾠnecessary	 ﾠevils	 ﾠof	 ﾠsocieties	 ﾠin	 ﾠcultural,	 ﾠsocial	 ﾠand	 ﾠpolitical	 ﾠ
flux.	 ﾠ For	 ﾠ example	 ﾠ one	 ﾠ of	 ﾠ Dix’s	 ﾠ contemporaries	 ﾠ Christian	 ﾠ Schad	 ﾠ took	 ﾠ a	 ﾠ
contradictory	 ﾠstance	 ﾠin	 ﾠboth	 ﾠword	 ﾠand	 ﾠpractice	 ﾠ(art)	 ﾠby	 ﾠpresenting	 ﾠhimself	 ﾠas	 ﾠ
being	 ﾠapolitical	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ5).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠaddition,	 ﾠEliot’s	 ﾠ(1967,	 ﾠ2001)	 ﾠEast	 ﾠCoker	 ﾠ(part	 ﾠof	 ﾠhis	 ﾠthought	 ﾠprovoking	 ﾠFour	 ﾠ
Quartets)	 ﾠpoignant	 ﾠstatement	 ﾠthat	 ﾠ‘in	 ﾠa	 ﾠbeginning	 ﾠis	 ﾠan	 ﾠend’	 ﾠ(2001)	 ﾠhighlights	 ﾠthe	 ﾠ
purpose	 ﾠof	 ﾠthe	 ﾠposthumous	 ﾠlife-ﾭ‐narrative	 ﾠand	 ﾠthe	 ﾠessence	 ﾠof	 ﾠhow	 ﾠthe	 ﾠeducative	 ﾠ
can	 ﾠbe	 ﾠdiscovered	 ﾠbecause	 ﾠthese	 ﾠcannot	 ﾠbe	 ﾠlife-ﾭ‐cast	 ﾠ(type-ﾭ‐cast).	 ﾠThe	 ﾠterm	 ﾠessence	 ﾠ
is	 ﾠused	 ﾠhere	 ﾠto	 ﾠdenote	 ﾠcentral	 ﾠmeaning.	 ﾠI	 ﾠprefer	 ﾠthe	 ﾠterm	 ﾠlife-ﾭ‐cast	 ﾠto	 ﾠrepresent	 ﾠ
the	 ﾠcategorization	 ﾠof	 ﾠthe	 ﾠlife	 ﾠin	 ﾠobjectification	 ﾠfor	 ﾠpurposes	 ﾠof,	 ﾠamongst	 ﾠother	 ﾠ
things,	 ﾠmeasurement	 ﾠand	 ﾠrationalization.	 ﾠThe	 ﾠcaveat	 ﾠhere	 ﾠrelates	 ﾠthe	 ﾠexistence	 ﾠ
and	 ﾠavailability	 ﾠof	 ﾠthe	 ﾠevidence	 ﾠof	 ﾠlife,	 ﾠfor	 ﾠexample	 ﾠletters	 ﾠfrom	 ﾠwhich	 ﾠa	 ﾠsense	 ﾠof	 ﾠ
identity	 ﾠ can	 ﾠ be	 ﾠ harnessed.	 ﾠ Ethical	 ﾠ issues	 ﾠ include	 ﾠ the	 ﾠ right	 ﾠ to	 ﾠ posthumous	 ﾠ
privacy,	 ﾠthe	 ﾠcontention	 ﾠbeing	 ﾠthat	 ﾠif	 ﾠthe	 ﾠlife	 ﾠwanted	 ﾠto	 ﾠreveal	 ﾠitself	 ﾠit	 ﾠwould	 ﾠhave	 ﾠ	 ﾠ 32	 ﾠ
consensually	 ﾠ done	 ﾠ so	 ﾠ of	 ﾠ its	 ﾠ own	 ﾠ accord	 ﾠ during	 ﾠ the	 ﾠ life	 ﾠ itself.	 ﾠ The	 ﾠ fall	 ﾠ back	 ﾠ
position	 ﾠhere	 ﾠis	 ﾠthat	 ﾠthe	 ﾠontological	 ﾠpurpose	 ﾠof	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠ
outweighs	 ﾠthe	 ﾠneed	 ﾠfor	 ﾠsuch	 ﾠprivacy	 ﾠ–	 ﾠthe	 ﾠlife	 ﾠand	 ﾠits	 ﾠeducative	 ﾠvalue,	 ﾠby	 ﾠreason	 ﾠ
of	 ﾠ its	 ﾠ interrelationship	 ﾠ to	 ﾠ the	 ﾠ lives	 ﾠ of	 ﾠ others,	 ﾠ does	 ﾠ not	 ﾠ solely	 ﾠ belong	 ﾠ to	 ﾠ the	 ﾠ
individual	 ﾠbecause	 ﾠit	 ﾠdoes	 ﾠnot	 ﾠexist	 ﾠin	 ﾠsolitary	 ﾠconfinement.	 ﾠAt	 ﾠa	 ﾠmetaphysical	 ﾠ
level	 ﾠthe	 ﾠbiographer	 ﾠcan	 ﾠbe	 ﾠsaid	 ﾠto	 ﾠhave	 ﾠa	 ﾠfascination	 ﾠwith	 ﾠa	 ﾠform	 ﾠof	 ﾠontology	 ﾠ
imbued	 ﾠwith	 ﾠmorbidity.	 ﾠ	 ﾠ
	 ﾠ
Denzin	 ﾠstates	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
[everything]	 ﾠ studied	 ﾠ is	 ﾠ contained	 ﾠ within	 ﾠ a	 ﾠ storied	 ﾠ or	 ﾠ narrative	 ﾠ
representation	 ﾠ[which	 ﾠacts	 ﾠto	 ﾠprivilege	 ﾠthe	 ﾠlinguistic	 ﾠand	 ﾠtextual	 ﾠbasis	 ﾠ
of	 ﾠknowledge]	 ﾠ(2001,	 ﾠp.58).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠbiographical	 ﾠlife-ﾭ‐narrative,	 ﾠwhether	 ﾠthrough	 ﾠits	 ﾠaddition	 ﾠof	 ﾠstory	 ﾠand	 ﾠtime	 ﾠ
(Roberts	 ﾠ 2002:	 ﾠ 4)	 ﾠ or	 ﾠ in	 ﾠ Dilthey’s	 ﾠ terms	 ﾠ experience,	 ﾠ expression	 ﾠ and	 ﾠ
understanding	 ﾠ(Verstehen	 ﾠhermeneutics,	 ﾠPalmer	 ﾠ1969)	 ﾠreveals	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠ
a	 ﾠlife	 ﾠbecause	 ﾠit	 ﾠis	 ﾠthrough	 ﾠthe	 ﾠcreation	 ﾠof	 ﾠ	 ﾠ
	 ﾠ
stories	 ﾠ[through	 ﾠwhich]	 ﾠwe	 ﾠrelate	 ﾠour	 ﾠlives	 ﾠto	 ﾠourselves	 ﾠand	 ﾠ[those	 ﾠof]	 ﾠ
others,	 ﾠ [and	 ﾠ through	 ﾠ which]	 ﾠ we	 ﾠ attempt	 ﾠ to	 ﾠ make	 ﾠ sense	 ﾠ of	 ﾠ our	 ﾠ
experiences	 ﾠand	 ﾠgive	 ﾠan	 ﾠaccount	 ﾠ…	 ﾠ[of]	 ﾠwho	 ﾠwe	 ﾠ[and	 ﾠothers]	 ﾠare	 ﾠ…	 ﾠ
from	 ﾠthe	 ﾠendless	 ﾠincidents	 ﾠand	 ﾠexperiences,	 ﾠthoughts	 ﾠand	 ﾠfeelings	 ﾠof	 ﾠ
our	 ﾠ[and	 ﾠtheir]	 ﾠlives,	 ﾠwe	 ﾠmake	 ﾠand	 ﾠremake	 ﾠaccounts;	 ﾠthrough	 ﾠstories	 ﾠ
we	 ﾠsequence	 ﾠand	 ﾠgive	 ﾠmeaning	 ﾠto	 ﾠthe	 ﾠremembered	 ﾠelements	 ﾠof	 ﾠour	 ﾠ
[and	 ﾠtheir]	 ﾠpast	 ﾠ(Gergen	 ﾠand	 ﾠGergen,	 ﾠ1984)	 ﾠ…	 ﾠ[ontologically	 ﾠthis	 ﾠis	 ﾠ
most	 ﾠnotably	 ﾠimportant	 ﾠbecause]	 ﾠthe	 ﾠshaping	 ﾠof	 ﾠthe	 ﾠpast,	 ﾠthe	 ﾠconcerns	 ﾠ
of	 ﾠthe	 ﾠpresent	 ﾠand	 ﾠthe	 ﾠanticipation	 ﾠof	 ﾠthe	 ﾠfuture	 ﾠare	 ﾠintimately	 ﾠrelated	 ﾠ
(Roberts	 ﾠ2002,	 ﾠ103).	 ﾠ
	 ﾠ
It	 ﾠ is	 ﾠ these	 ﾠ very	 ﾠ incidents,	 ﾠ defining	 ﾠ elements	 ﾠ (Roberts	 ﾠ 2002:	 ﾠ 103),	 ﾠ epiphanies	 ﾠ
(Denzin	 ﾠ1989,	 ﾠ70)	 ﾠor	 ﾠsituatednesses	 ﾠthat	 ﾠallowed	 ﾠDix	 ﾠand	 ﾠnow	 ﾠus	 ﾠto	 ﾠmake	 ﾠsense	 ﾠ	 ﾠ 33	 ﾠ
of	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠhis	 ﾠlife	 ﾠand	 ﾠthe	 ﾠeducational	 ﾠmessages	 ﾠimbued	 ﾠin	 ﾠ
his	 ﾠmany	 ﾠartworks.	 ﾠ	 ﾠ
	 ﾠ
1.7	 ﾠThesis	 ﾠStructure	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠthesis	 ﾠaddresses	 ﾠconventional	 ﾠeducational	 ﾠquestions	 ﾠthrough	 ﾠa	 ﾠbiographical	 ﾠ
exploration	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠto	 ﾠaddress	 ﾠthe	 ﾠunderstanding	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠ
formal	 ﾠ and	 ﾠ informal	 ﾠ teaching	 ﾠ and	 ﾠ learning	 ﾠ that	 ﾠ professional	 ﾠ educators	 ﾠ have.	 ﾠ
Furthermore,	 ﾠthis	 ﾠresearch	 ﾠdeparts	 ﾠfrom	 ﾠprevious	 ﾠcommentaries	 ﾠon	 ﾠthe	 ﾠlife	 ﾠof	 ﾠ
Dix	 ﾠ in	 ﾠ many	 ﾠ ways;	 ﾠ the	 ﾠ main	 ﾠ feature	 ﾠ in	 ﾠ its	 ﾠ originality	 ﾠ is	 ﾠ the	 ﾠ analytical	 ﾠ and	 ﾠ
methodological	 ﾠperspective	 ﾠthrough	 ﾠwhich	 ﾠthe	 ﾠstudy	 ﾠis	 ﾠframed	 ﾠnamely,	 ﾠnarrative	 ﾠ
research,	 ﾠ colour,	 ﾠ iconographic	 ﾠ and	 ﾠ semiotic.	 ﾠ In	 ﾠ summary,	 ﾠ the	 ﾠ educative	 ﾠ is	 ﾠ
incidentally	 ﾠexplored	 ﾠin	 ﾠGerman	 ﾠverist	 ﾠart	 ﾠthrough	 ﾠthe	 ﾠartwork	 ﾠand	 ﾠlife	 ﾠof	 ﾠOtto	 ﾠ
Dix.	 ﾠ From	 ﾠ an	 ﾠ art	 ﾠ historical	 ﾠ perspective	 ﾠ this	 ﾠ is	 ﾠ in	 ﾠ stark	 ﾠ contrast	 ﾠ to	 ﾠ the	 ﾠ more	 ﾠ
traditional	 ﾠ catalogue	 ﾠ of	 ﾠ the	 ﾠ works	 ﾠ of	 ﾠ such	 ﾠ artists	 ﾠ often	 ﾠ produced	 ﾠ with	 ﾠ
complimentary	 ﾠbiography.	 ﾠ	 ﾠ
	 ﾠ
Chapter	 ﾠ two	 ﾠ opens	 ﾠ with	 ﾠ the	 ﾠ literature	 ﾠ review	 ﾠ in	 ﾠ preamble	 ﾠ grounding	 ﾠ the	 ﾠ
philosophical	 ﾠ and	 ﾠ theoretical	 ﾠ framework	 ﾠ in	 ﾠ current	 ﾠ discourse	 ﾠ and	 ﾠ leading	 ﾠ to	 ﾠ
inform	 ﾠthe	 ﾠsubsequent	 ﾠdiscussion	 ﾠin	 ﾠChapter	 ﾠthree	 ﾠon	 ﾠthe	 ﾠframework	 ﾠitself.	 ﾠThe	 ﾠ
literature	 ﾠreview	 ﾠdeals	 ﾠwith	 ﾠissues	 ﾠof	 ﾠdefinition	 ﾠand	 ﾠterminology,	 ﾠand	 ﾠidentifies	 ﾠ
relevant	 ﾠ data	 ﾠ that	 ﾠ supports	 ﾠ the	 ﾠ study	 ﾠ by	 ﾠ means	 ﾠ of	 ﾠ identifying	 ﾠ the	 ﾠ theory,	 ﾠ
methodology	 ﾠand	 ﾠoriginality	 ﾠin	 ﾠthis	 ﾠwork.	 ﾠWith	 ﾠthis	 ﾠgrounding	 ﾠin	 ﾠmind,	 ﾠChapters	 ﾠ
four,	 ﾠfive	 ﾠand	 ﾠsix	 ﾠprovide	 ﾠan	 ﾠanalysis	 ﾠof	 ﾠOtto	 ﾠDix’s	 ﾠlife	 ﾠapplying	 ﾠthe	 ﾠtheoretical	 ﾠand	 ﾠ
philosophical	 ﾠprinciples	 ﾠto	 ﾠit.	 ﾠHis	 ﾠentire	 ﾠlife	 ﾠis	 ﾠexplored	 ﾠfrom	 ﾠ1890	 ﾠ–	 ﾠ1969,	 ﾠwhich	 ﾠ
includes	 ﾠ the	 ﾠ demise	 ﾠ of	 ﾠ the	 ﾠ verist	 ﾠ style	 ﾠ in	 ﾠ 1933	 ﾠ with	 ﾠ the	 ﾠ fall	 ﾠ of	 ﾠ the	 ﾠ Weimar	 ﾠ
republic,	 ﾠthe	 ﾠearly	 ﾠpost-ﾭ‐First	 ﾠWorld	 ﾠWar	 ﾠyears	 ﾠand	 ﾠthe	 ﾠend	 ﾠof	 ﾠthe	 ﾠSecond	 ﾠWorld	 ﾠ
War.	 ﾠThe	 ﾠthesis	 ﾠconcludes	 ﾠin	 ﾠChapter	 ﾠseven	 ﾠwith	 ﾠan	 ﾠevaluation	 ﾠof	 ﾠthe	 ﾠlessons	 ﾠto	 ﾠ
be	 ﾠ learnt	 ﾠ for	 ﾠ artistic,	 ﾠ educative	 ﾠ and	 ﾠ historical	 ﾠ interrogations	 ﾠ from	 ﾠ a	 ﾠ mixed	 ﾠ
research	 ﾠmethod	 ﾠnarrative	 ﾠanalysis,	 ﾠand	 ﾠwhat	 ﾠthe	 ﾠlife	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠcan	 ﾠteach	 ﾠus.	 ﾠ	 ﾠ
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CHAPTER	 ﾠTWO	 ﾠ
LITERATURE	 ﾠREVIEW	 ﾠAND	 ﾠEVIDENCE	 ﾠANALYSIS	 ﾠ
	 ﾠ
2.1	 ﾠIntroduction	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠ chapter	 ﾠ explores	 ﾠ the	 ﾠ literature	 ﾠ that	 ﾠ informs	 ﾠ the	 ﾠ philosophical	 ﾠ and	 ﾠ
theoretical	 ﾠframework	 ﾠdeveloped	 ﾠin	 ﾠChapter	 ﾠthree.	 ﾠThis	 ﾠpart	 ﾠof	 ﾠthe	 ﾠthesis	 ﾠdeals	 ﾠ
with	 ﾠdefinition	 ﾠand	 ﾠterminology,	 ﾠidentifies	 ﾠrelevant	 ﾠvisual	 ﾠdata	 ﾠ(works	 ﾠof	 ﾠart),	 ﾠ
epistolary	 ﾠ data	 ﾠ (correspondence	 ﾠ and	 ﾠ letters)	 ﾠ and	 ﾠ supporting	 ﾠ written	 ﾠ data	 ﾠ
(textbooks,	 ﾠjournals	 ﾠand	 ﾠother	 ﾠarticles)	 ﾠthat	 ﾠsupport	 ﾠthe	 ﾠstudy,	 ﾠthe	 ﾠpurpose	 ﾠof	 ﾠ
which	 ﾠis	 ﾠto	 ﾠsituate	 ﾠthe	 ﾠtheory,	 ﾠmethodology	 ﾠand	 ﾠoriginality	 ﾠin	 ﾠthis	 ﾠwork.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠessence	 ﾠthere	 ﾠare	 ﾠbroadly	 ﾠfour	 ﾠareas	 ﾠrelevant	 ﾠto	 ﾠthe	 ﾠresearch	 ﾠpresented	 ﾠin	 ﾠthis	 ﾠ
thesis:	 ﾠ(a)	 ﾠeducation	 ﾠand	 ﾠthe	 ﾠeducative,	 ﾠpurpose	 ﾠand	 ﾠprocess,	 ﾠ(b)	 ﾠbiography	 ﾠand	 ﾠ
the	 ﾠlife-ﾭ‐narrative,	 ﾠ(c)	 ﾠart	 ﾠhistory,	 ﾠmethod	 ﾠand	 ﾠtheory,	 ﾠand	 ﾠ(d)	 ﾠWeimar	 ﾠRepublic	 ﾠ
and	 ﾠculture.	 ﾠThis	 ﾠstudy	 ﾠis	 ﾠan	 ﾠexploration	 ﾠof	 ﾠhow	 ﾠbiographical	 ﾠstudies	 ﾠcan	 ﾠprovide	 ﾠ
further	 ﾠ insights	 ﾠ on	 ﾠ the	 ﾠ notion	 ﾠ of	 ﾠ the	 ﾠ educative.	 ﾠ These	 ﾠ four	 ﾠ concerns	 ﾠ are	 ﾠ
interwoven,	 ﾠthis	 ﾠis	 ﾠevidenced	 ﾠthrough	 ﾠthe	 ﾠeducational,	 ﾠpersonal	 ﾠand	 ﾠprofessional	 ﾠ
life	 ﾠand	 ﾠartworks	 ﾠof	 ﾠthe	 ﾠGerman	 ﾠartist	 ﾠWilhelm	 ﾠHeinrich	 ﾠOtto	 ﾠDix	 ﾠ(1891	 ﾠ–	 ﾠ1969)	 ﾠ
or	 ﾠas	 ﾠhe	 ﾠis	 ﾠgenerally	 ﾠreferred	 ﾠto	 ﾠin	 ﾠmuch	 ﾠof	 ﾠthe	 ﾠliterature;	 ﾠOtto	 ﾠDix	 ﾠ(Dix	 ﾠfrom	 ﾠ
now).	 ﾠ	 ﾠ
	 ﾠ	 ﾠ
The	 ﾠdiscipline	 ﾠspecific	 ﾠmaterial	 ﾠrelating	 ﾠto	 ﾠbiography	 ﾠand	 ﾠthe	 ﾠlife-ﾭ‐narrative,	 ﾠand	 ﾠ
later	 ﾠthe	 ﾠevidence	 ﾠrelating	 ﾠto	 ﾠthe	 ﾠlife	 ﾠof	 ﾠthe	 ﾠartist	 ﾠwill	 ﾠbe	 ﾠexamined	 ﾠwith	 ﾠfocus	 ﾠon	 ﾠ
style,	 ﾠform,	 ﾠpurpose	 ﾠand	 ﾠvalidity.	 ﾠThen,	 ﾠliterature	 ﾠrelating	 ﾠto	 ﾠart	 ﾠhistory,	 ﾠmethod	 ﾠ
and	 ﾠtheory	 ﾠwill	 ﾠbe	 ﾠevaluated	 ﾠwith	 ﾠthe	 ﾠpurpose	 ﾠof	 ﾠidentifying	 ﾠrelevant	 ﾠstrategies	 ﾠ
for	 ﾠ the	 ﾠ selection	 ﾠ of	 ﾠ data	 ﾠ and	 ﾠ its	 ﾠ subsequent	 ﾠ analysis.	 ﾠ The	 ﾠ final	 ﾠ part	 ﾠ of	 ﾠ the	 ﾠ
discussion	 ﾠin	 ﾠthis	 ﾠchapter	 ﾠexplores	 ﾠthe	 ﾠmaterial	 ﾠrelating	 ﾠto	 ﾠthe	 ﾠGermany	 ﾠfor	 ﾠthe	 ﾠ
period	 ﾠ 1890	 ﾠ –	 ﾠ 1969	 ﾠ with	 ﾠ an	 ﾠ emphasis	 ﾠ through	 ﾠ Pierre	 ﾠ Bourdieu’s	 ﾠ theories	 ﾠ of	 ﾠ
capital,	 ﾠfield	 ﾠand	 ﾠhabitus	 ﾠ(discussed	 ﾠin	 ﾠchapter	 ﾠthree)	 ﾠon	 ﾠthe	 ﾠculture,	 ﾠsocial	 ﾠand	 ﾠ
political	 ﾠspaces	 ﾠoccupied	 ﾠby	 ﾠthe	 ﾠartist	 ﾠduring	 ﾠthe	 ﾠvarious	 ﾠstages	 ﾠof	 ﾠhis	 ﾠprivate	 ﾠand	 ﾠ
professional	 ﾠlife.	 ﾠThe	 ﾠobjective	 ﾠof	 ﾠthis	 ﾠis	 ﾠto	 ﾠharness	 ﾠthose	 ﾠelements	 ﾠthat	 ﾠaffected	 ﾠ
Dix’s	 ﾠlife	 ﾠtrajectory	 ﾠ(including	 ﾠeducation,	 ﾠprivate	 ﾠand	 ﾠprofessional	 ﾠlife)	 ﾠthat	 ﾠare	 ﾠ	 ﾠ 36	 ﾠ
not	 ﾠtraditionally	 ﾠaccounted	 ﾠfor	 ﾠin	 ﾠbasic	 ﾠbiographical	 ﾠresearch	 ﾠapplying	 ﾠa	 ﾠbroader	 ﾠ
notion	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ with	 ﾠ the	 ﾠ purpose	 ﾠ of	 ﾠ providing	 ﾠ further	 ﾠ insight	 ﾠ on	 ﾠ the	 ﾠ
strategies	 ﾠhe	 ﾠused	 ﾠto	 ﾠeducate	 ﾠothers.	 ﾠ	 ﾠ
	 ﾠ
2.2	 ﾠEducation	 ﾠand	 ﾠthe	 ﾠEducative	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠexploration	 ﾠgrounds	 ﾠitself	 ﾠfirmly	 ﾠin	 ﾠeducation	 ﾠ(and	 ﾠeducation	 ﾠresearch)	 ﾠwith	 ﾠ
repercussion	 ﾠfor	 ﾠfuture	 ﾠstudies	 ﾠrelating	 ﾠwithin	 ﾠthis	 ﾠdiscipline.	 ﾠEducation	 ﾠitself	 ﾠ
can	 ﾠbe	 ﾠregarded	 ﾠas	 ﾠan	 ﾠeducative	 ﾠprocess,	 ﾠa	 ﾠterm	 ﾠdefined	 ﾠlater	 ﾠin	 ﾠthis	 ﾠpart	 ﾠof	 ﾠthe	 ﾠ
chapter.	 ﾠSo	 ﾠthat	 ﾠthe	 ﾠpractical,	 ﾠprofessional	 ﾠand	 ﾠperhaps	 ﾠpedagogic	 ﾠimpact	 ﾠof	 ﾠthis	 ﾠ
research	 ﾠ can	 ﾠ be	 ﾠ contextualised	 ﾠ it	 ﾠ is	 ﾠ important,	 ﾠ prima	 ﾠ facie,	 ﾠ to	 ﾠ define	 ﾠ the	 ﾠ
educative	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠnature	 ﾠof	 ﾠeducation,	 ﾠthe	 ﾠeducative	 ﾠprocess	 ﾠand	 ﾠthought,	 ﾠ
and	 ﾠtheir	 ﾠrelationship	 ﾠto	 ﾠthe	 ﾠself	 ﾠ(bildung).	 ﾠLiterature	 ﾠrelating	 ﾠto	 ﾠthe	 ﾠeducative	 ﾠ
centres	 ﾠon	 ﾠthe	 ﾠpurpose,	 ﾠprocess	 ﾠand	 ﾠeducative	 ﾠbenefit	 ﾠof	 ﾠknowledge;	 ﾠthis	 ﾠwhen	 ﾠ
applied	 ﾠ to	 ﾠ an	 ﾠ epoch	 ﾠ (here	 ﾠ Germany)	 ﾠ can	 ﾠ provide	 ﾠ further	 ﾠ insight	 ﾠ on	 ﾠ the	 ﾠ
development	 ﾠ of	 ﾠ the	 ﾠ actors	 ﾠ within	 ﾠ it	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ their	 ﾠ self	 ﾠ (see	 ﾠ supra	 ﾠ p.83).	 ﾠ
Furthermore,	 ﾠit	 ﾠcan	 ﾠhighlight	 ﾠhow	 ﾠindividuals	 ﾠcan	 ﾠinfluence	 ﾠand	 ﾠinstigate	 ﾠcultural	 ﾠ
change	 ﾠamongst	 ﾠsignificant	 ﾠothers	 ﾠthat	 ﾠsurround	 ﾠthem;	 ﾠOtto	 ﾠDix	 ﾠand	 ﾠsome	 ﾠof	 ﾠhis	 ﾠ
contemporaries	 ﾠ for	 ﾠ instance	 ﾠ George	 ﾠ Grosz	 ﾠ and	 ﾠ Christian	 ﾠ Schad	 ﾠ are	 ﾠ used	 ﾠ as	 ﾠ
examples	 ﾠto	 ﾠevidence	 ﾠthis.	 ﾠBiography	 ﾠis	 ﾠused	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠto	 ﾠinvestigate	 ﾠa	 ﾠwider	 ﾠ
notion	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ exploring	 ﾠ how	 ﾠ Dix	 ﾠ was	 ﾠ educated	 ﾠ outside	 ﾠ of	 ﾠ the	 ﾠ
traditional	 ﾠor	 ﾠorthodox	 ﾠmodes	 ﾠof	 ﾠteaching	 ﾠand	 ﾠlearning.	 ﾠ	 ﾠ
	 ﾠ
Humanity	 ﾠhas	 ﾠbeen	 ﾠtrying	 ﾠto	 ﾠunderstand	 ﾠthe	 ﾠnature	 ﾠof	 ﾠeducation	 ﾠfor	 ﾠthousands	 ﾠ
of	 ﾠ years.	 ﾠ The	 ﾠ debates	 ﾠ on	 ﾠ understanding	 ﾠ learning	 ﾠ can	 ﾠ be	 ﾠ traced	 ﾠ to	 ﾠ the	 ﾠ Greek	 ﾠ
philosophers	 ﾠSocrates	 ﾠ(469	 ﾠ–	 ﾠ399	 ﾠB.C.),	 ﾠPlato	 ﾠ(427	 ﾠ–	 ﾠ347	 ﾠB.C.)	 ﾠand	 ﾠAristotle	 ﾠ(384	 ﾠ
–	 ﾠ322	 ﾠB.C.).	 ﾠThe	 ﾠterm	 ﾠeducation,	 ﾠprior	 ﾠto	 ﾠits	 ﾠmodern	 ﾠdefinition,	 ﾠoriginated	 ﾠfrom	 ﾠ
the	 ﾠword	 ﾠpaideia,	 ﾠfrom	 ﾠthe	 ﾠGreek	 ﾠpias	 ﾠor	 ﾠpaidos.	 ﾠThis	 ﾠprovides	 ﾠa	 ﾠhistorical	 ﾠanchor	 ﾠ
by	 ﾠdescribing	 ﾠeducation	 ﾠas	 ﾠpersonal	 ﾠgrowth;	 ﾠimplicit	 ﾠto	 ﾠwhich	 ﾠis	 ﾠthen	 ﾠthe	 ﾠnotion	 ﾠ
of	 ﾠvirtue	 ﾠas	 ﾠsuggested	 ﾠby	 ﾠSocrates,	 ﾠlater	 ﾠdeveloped	 ﾠby	 ﾠPlato	 ﾠand	 ﾠfurther	 ﾠrefined	 ﾠ
by	 ﾠAristotle.	 ﾠIn	 ﾠfact	 ﾠthe	 ﾠlatter	 ﾠwent	 ﾠso	 ﾠfar	 ﾠas	 ﾠto	 ﾠsuggest	 ﾠthat	 ﾠeducation	 ﾠwas	 ﾠ	 ﾠ
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the	 ﾠmastery	 ﾠof	 ﾠthe	 ﾠself	 ﾠrather	 ﾠthan	 ﾠof	 ﾠsubject	 ﾠmatter	 ﾠ(Aristotle	 ﾠ1962,	 ﾠ
p.37).	 ﾠ
	 ﾠ
These	 ﾠsame	 ﾠdebates	 ﾠthat	 ﾠconcentered	 ﾠon	 ﾠlearning	 ﾠand	 ﾠteaching	 ﾠstill	 ﾠoccur	 ﾠtoday	 ﾠ
but	 ﾠfrom	 ﾠa	 ﾠvariety	 ﾠof	 ﾠperspectives	 ﾠ(see	 ﾠgenerally	 ﾠBarrow	 ﾠand	 ﾠWoods	 ﾠ(1975);	 ﾠ
Blake	 ﾠet	 ﾠal	 ﾠ(2003);	 ﾠCarr	 ﾠ(2003)).	 ﾠFor	 ﾠexample	 ﾠin	 ﾠrelation	 ﾠto	 ﾠhow	 ﾠone	 ﾠlearns	 ﾠand	 ﾠ
how	 ﾠ learning	 ﾠ can	 ﾠ be	 ﾠ encouraged	 ﾠ and	 ﾠ enhanced.	 ﾠ Plato	 ﾠ (teacher)	 ﾠ and	 ﾠ Aristotle	 ﾠ
(student)	 ﾠ asked	 ﾠ themselves	 ﾠ whether	 ﾠ the	 ﾠ truth	 ﾠ and	 ﾠ knowledge	 ﾠ was	 ﾠ innate	 ﾠ or	 ﾠ
external	 ﾠto	 ﾠone	 ﾠand	 ﾠthus	 ﾠdiscoverable	 ﾠthrough	 ﾠthe	 ﾠsenses.	 ﾠThe	 ﾠlatter	 ﾠis	 ﾠa	 ﾠform	 ﾠof	 ﾠ
empiricism;	 ﾠthat	 ﾠthe	 ﾠorigin	 ﾠof	 ﾠknowledge	 ﾠis	 ﾠsense-ﾭ‐experience	 ﾠand	 ﾠthat	 ﾠpractices	 ﾠ
are	 ﾠbased	 ﾠupon	 ﾠexperiment	 ﾠand	 ﾠobservation.	 ﾠPlato	 ﾠwas	 ﾠa	 ﾠrationalist,	 ﾠhe	 ﾠargued	 ﾠ
that	 ﾠreason	 ﾠ(self-ﾭ‐reflection)	 ﾠand	 ﾠnot	 ﾠexperience	 ﾠis	 ﾠthe	 ﾠfoundation	 ﾠupon	 ﾠwhich	 ﾠthe	 ﾠ
certainty	 ﾠof	 ﾠknowledge	 ﾠis	 ﾠbuilt.	 ﾠIn	 ﾠcontrast,	 ﾠhis	 ﾠpupil	 ﾠAristotle	 ﾠsought	 ﾠtruth	 ﾠand	 ﾠ
knowledge	 ﾠfrom	 ﾠthe	 ﾠexternal	 ﾠworld	 ﾠthat	 ﾠsurrounded	 ﾠhim.	 ﾠTheories	 ﾠin	 ﾠeducation	 ﾠ
that	 ﾠconsist	 ﾠof	 ﾠinquiry	 ﾠmethods,	 ﾠdiscourse	 ﾠand	 ﾠreflection	 ﾠowe	 ﾠmuch	 ﾠto	 ﾠSocrates,	 ﾠ
Plato	 ﾠand	 ﾠAristotle.	 ﾠSimilarly,	 ﾠmodern	 ﾠvocational	 ﾠeducation	 ﾠand	 ﾠowe	 ﾠmuch	 ﾠto	 ﾠthe	 ﾠ
Roman	 ﾠapproach	 ﾠto	 ﾠeducation	 ﾠ(Hammond	 ﾠet	 ﾠal	 ﾠ2001,	 ﾠp.3).	 ﾠ	 ﾠ
	 ﾠ
With	 ﾠthe	 ﾠRenaissance	 ﾠ(fifteenth	 ﾠ–	 ﾠseventeenth	 ﾠcentury)	 ﾠeducational	 ﾠphilosophy	 ﾠ
progressed	 ﾠin	 ﾠterms	 ﾠof	 ﾠfreedom	 ﾠof	 ﾠthought	 ﾠand	 ﾠhumanism	 ﾠreinforcing	 ﾠindividual	 ﾠ
discovery	 ﾠand	 ﾠinquiry	 ﾠas	 ﾠkey	 ﾠprinciples	 ﾠin	 ﾠeducational	 ﾠtheory.	 ﾠRene	 ﾠDescartes	 ﾠ
(1596	 ﾠ –	 ﾠ 1650)	 ﾠ reinvigorated	 ﾠ the	 ﾠ Platonic	 ﾠ theory.	 ﾠ He	 ﾠ argued	 ﾠ that	 ﾠ innate	 ﾠ
knowledge	 ﾠ (ideas)	 ﾠ existed	 ﾠ in	 ﾠ human	 ﾠ beings	 ﾠ prior	 ﾠ to	 ﾠ experience.	 ﾠ John	 ﾠ Locke	 ﾠ
(1632	 ﾠ–	 ﾠ1704)	 ﾠgave	 ﾠnew	 ﾠlife	 ﾠto	 ﾠAristotelian	 ﾠempiricism	 ﾠby	 ﾠarguing	 ﾠthat	 ﾠthe	 ﾠmind	 ﾠ
is	 ﾠa	 ﾠblank	 ﾠcanvas	 ﾠthat	 ﾠis	 ﾠformed	 ﾠand	 ﾠshaped	 ﾠby	 ﾠexperiences.	 ﾠIn	 ﾠessence	 ﾠLocke	 ﾠ
contends	 ﾠthat	 ﾠthe	 ﾠmind	 ﾠbecomes	 ﾠthe	 ﾠexperiences.	 ﾠJean-ﾭ‐Jacques	 ﾠRousseau	 ﾠ(1712	 ﾠ–	 ﾠ
1778)	 ﾠargued	 ﾠthat	 ﾠeducation	 ﾠshould	 ﾠbe	 ﾠshaped	 ﾠto	 ﾠsuit	 ﾠthe	 ﾠlearner.	 ﾠSimilarly,	 ﾠthe	 ﾠ
theories	 ﾠof	 ﾠDewey,	 ﾠMontessori	 ﾠand	 ﾠPiaget	 ﾠpartly	 ﾠfollow	 ﾠthis	 ﾠline	 ﾠ(see	 ﾠgenerally	 ﾠ
Dewey	 ﾠ 2011;	 ﾠ Hammond	 ﾠ et	 ﾠ al	 ﾠ 2001,	 ﾠ p.4).	 ﾠ Finally	 ﾠ for	 ﾠ Immanuel	 ﾠ Kant	 ﾠ the	 ﾠ
awareness	 ﾠof	 ﾠknowledge	 ﾠbegins	 ﾠthrough	 ﾠexperience	 ﾠbut	 ﾠknowledge,	 ﾠstill	 ﾠinnate,	 ﾠ
exists	 ﾠprior	 ﾠto	 ﾠexperience.	 ﾠDewey	 ﾠ(in	 ﾠDworkin	 ﾠ1959,	 ﾠpp.20	 ﾠand	 ﾠ91)	 ﾠbelieves	 ﾠthat	 ﾠ	 ﾠ
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[the]	 ﾠeducational	 ﾠprocess	 ﾠhas	 ﾠtwo	 ﾠsides	 ﾠ–	 ﾠone	 ﾠpsychological	 ﾠand	 ﾠone	 ﾠ
sociological	 ﾠ…	 ﾠProfound	 ﾠ[theoretical	 ﾠdifferences]	 ﾠare	 ﾠnever	 ﾠgratuitous	 ﾠ
[nor]	 ﾠinvented.	 ﾠThey	 ﾠgrow	 ﾠout	 ﾠof	 ﾠ[elements	 ﾠthat	 ﾠconflict]	 ﾠin	 ﾠa	 ﾠgenuine	 ﾠ
problem.	 ﾠ	 ﾠ
	 ﾠ
According	 ﾠ to	 ﾠ Dewey	 ﾠ Education	 ﾠ is	 ﾠ the	 ﾠ mechanism	 ﾠ through	 ﾠ which	 ﾠ social	 ﾠ
progression	 ﾠand	 ﾠreform	 ﾠcan	 ﾠbe	 ﾠachieved	 ﾠ(see	 ﾠgenerally	 ﾠWirth	 ﾠ1966).	 ﾠThe	 ﾠresult	 ﾠ
of	 ﾠthis	 ﾠis	 ﾠchange	 ﾠthe	 ﾠrelationship	 ﾠbetween	 ﾠthe	 ﾠeducator	 ﾠand	 ﾠlearner	 ﾠso	 ﾠthat	 ﾠthe	 ﾠ
former	 ﾠ then	 ﾠ becomes	 ﾠ a	 ﾠ supervisor	 ﾠ of	 ﾠ activity	 ﾠ rather	 ﾠ than	 ﾠ the	 ﾠ gatekeeper	 ﾠ of	 ﾠ
knowledge	 ﾠ(see	 ﾠgenerally	 ﾠDewey	 ﾠ1938).	 ﾠHence,	 ﾠDewey	 ﾠargues	 ﾠthat	 ﾠeducation	 ﾠand	 ﾠ
democracy	 ﾠare	 ﾠintimately	 ﾠrelated.	 ﾠ
	 ﾠ
Paulo	 ﾠFreire	 ﾠ(1921	 ﾠ–	 ﾠ1997)	 ﾠargued	 ﾠthat	 ﾠeducation	 ﾠshould	 ﾠalso	 ﾠconcern	 ﾠitself	 ﾠwith	 ﾠ
setting	 ﾠindividuals	 ﾠfree	 ﾠin	 ﾠterms	 ﾠof	 ﾠtheir	 ﾠthinking	 ﾠetc.	 ﾠIn	 ﾠcontrast	 ﾠto	 ﾠDewey	 ﾠwho	 ﾠ
argued	 ﾠ for	 ﾠ the	 ﾠ intricate	 ﾠ relationship	 ﾠ between	 ﾠ two	 ﾠ co-ﾭ‐existing	 ﾠ concepts;	 ﾠ
democracy	 ﾠand	 ﾠeducation,	 ﾠFreire	 ﾠbelieved	 ﾠthat	 ﾠemancipation	 ﾠwas	 ﾠthe	 ﾠmechanism	 ﾠ
through	 ﾠwhich	 ﾠsocial	 ﾠdemocracy	 ﾠitself	 ﾠcould	 ﾠbe	 ﾠachieved.	 ﾠ	 ﾠ
	 ﾠ
A	 ﾠrelatively	 ﾠnew	 ﾠmovement	 ﾠin	 ﾠeducational	 ﾠresearch	 ﾠcomes	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠsocial	 ﾠ
realism	 ﾠ(see	 ﾠgenerally	 ﾠMaton	 ﾠet	 ﾠal	 ﾠ2010).	 ﾠThis	 ﾠoffers	 ﾠan	 ﾠalternative	 ﾠto	 ﾠpositivist	 ﾠ
and	 ﾠother	 ﾠpostmodern	 ﾠtheories	 ﾠthat	 ﾠhave	 ﾠdominated	 ﾠthis	 ﾠfield	 ﾠfor	 ﾠmany	 ﾠyears.	 ﾠ
The	 ﾠphilosophy	 ﾠof	 ﾠcritical	 ﾠrealism	 ﾠis	 ﾠdrawn	 ﾠupon	 ﾠto	 ﾠcounter	 ﾠrelativist	 ﾠtheory	 ﾠwith	 ﾠ
the	 ﾠaim	 ﾠof	 ﾠre-ﾭ‐establishing	 ﾠknowledge	 ﾠas	 ﾠthe	 ﾠfocus	 ﾠof	 ﾠeducation,	 ﾠresearch	 ﾠand	 ﾠ
theory.	 ﾠSocial	 ﾠrealism	 ﾠachieves	 ﾠthis	 ﾠby	 ﾠpresenting	 ﾠrealist	 ﾠarguments	 ﾠthat	 ﾠsupport	 ﾠ
knowledge	 ﾠwith	 ﾠrational	 ﾠobjectivity	 ﾠas	 ﾠits	 ﾠbasis	 ﾠ(Maton	 ﾠet	 ﾠal	 ﾠ2010,	 ﾠp.22	 ﾠ–	 ﾠ40).	 ﾠ
Thus,	 ﾠthis	 ﾠschool	 ﾠof	 ﾠthought	 ﾠconsiders	 ﾠthat	 ﾠthere	 ﾠare	 ﾠcertain	 ﾠforms	 ﾠof	 ﾠknowledge	 ﾠ
that	 ﾠto	 ﾠwhich	 ﾠall	 ﾠindividuals	 ﾠhave	 ﾠa	 ﾠright	 ﾠ(see	 ﾠgenerally	 ﾠBernstein	 ﾠ1974;	 ﾠ1996).	 ﾠ	 ﾠ
	 ﾠ
Although,	 ﾠpresent	 ﾠday	 ﾠdefinitions	 ﾠof	 ﾠeducation	 ﾠdo	 ﾠnot	 ﾠcarry	 ﾠexplicit	 ﾠAristotelian	 ﾠ
connotations	 ﾠof	 ﾠeducational	 ﾠvirtue	 ﾠ(educatedness)	 ﾠoften	 ﾠthey	 ﾠare	 ﾠimplied.	 ﾠThey	 ﾠ
focus	 ﾠ education	 ﾠ being	 ﾠ the	 ﾠ auditory,	 ﾠ kinesthetic	 ﾠ or	 ﾠ visual	 ﾠ trajectory	 ﾠ through	 ﾠ
which	 ﾠ information,	 ﾠ knowledge	 ﾠ and	 ﾠ skills	 ﾠ are	 ﾠ learnt.	 ﾠ Dewey’s	 ﾠ contention	 ﾠ that	 ﾠ
education	 ﾠis	 ﾠaffected	 ﾠby	 ﾠa	 ﾠnumber	 ﾠof	 ﾠthings	 ﾠincluding	 ﾠthe	 ﾠenvironment	 ﾠalso	 ﾠrings	 ﾠ	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true	 ﾠin	 ﾠmodern	 ﾠeducational	 ﾠphilosophy	 ﾠwhere	 ﾠit	 ﾠis	 ﾠaccepted	 ﾠthat	 ﾠthe	 ﾠpractices	 ﾠ
and	 ﾠ values	 ﾠ crucial	 ﾠ for	 ﾠ personal	 ﾠ development	 ﾠ of	 ﾠ civilised	 ﾠ sensibilities,	 ﾠ for	 ﾠ the	 ﾠ
purposes	 ﾠ of	 ﾠ this	 ﾠ study	 ﾠ in	 ﾠ a	 ﾠ bildungian	 ﾠ sense,	 ﾠ that	 ﾠ are	 ﾠ instilled	 ﾠ within	 ﾠ an	 ﾠ
individual	 ﾠthrough	 ﾠeducation	 ﾠare	 ﾠpractical	 ﾠ(real-ﾭ‐world)	 ﾠand	 ﾠtheoretical	 ﾠ(see	 ﾠalso	 ﾠ
Carr	 ﾠ 2004,	 ﾠ p.7).	 ﾠ Inherent	 ﾠ to	 ﾠ this	 ﾠ latter	 ﾠ definition	 ﾠ are	 ﾠ the	 ﾠ conflicting	 ﾠ aims	 ﾠ of	 ﾠ
education	 ﾠfor	 ﾠinstance	 ﾠculture,	 ﾠdevelopment	 ﾠor	 ﾠeconomy.	 ﾠEducation	 ﾠoften	 ﾠfalls	 ﾠ
prey	 ﾠto	 ﾠscientific	 ﾠobjectification	 ﾠfor	 ﾠthe	 ﾠpurposes	 ﾠof	 ﾠmeasurement	 ﾠin	 ﾠan	 ﾠattempt	 ﾠ
to	 ﾠsatisfy	 ﾠstatistical	 ﾠanalysis.	 ﾠArbitrary	 ﾠseparation	 ﾠof	 ﾠthat	 ﾠinformation,	 ﾠknowledge	 ﾠ
and	 ﾠ those	 ﾠ skills	 ﾠ acquired	 ﾠ in	 ﾠ traditional	 ﾠ educational	 ﾠ settings	 ﾠ from	 ﾠ that	 ﾠ gained	 ﾠ
outside	 ﾠof	 ﾠthat	 ﾠarena	 ﾠhas	 ﾠthe	 ﾠeffect	 ﾠof	 ﾠdelimiting	 ﾠthe	 ﾠdiverse	 ﾠrange	 ﾠof	 ﾠlearning	 ﾠ
opportunities.	 ﾠ This	 ﾠ reveals	 ﾠ the	 ﾠ fragility	 ﾠ in	 ﾠ notions	 ﾠ of	 ﾠ generic	 ﾠ and	 ﾠ cyclically	 ﾠ
education	 ﾠ that	 ﾠ concentrates	 ﾠ mainly	 ﾠ on	 ﾠ economy.	 ﾠ Therefore,	 ﾠ conventional	 ﾠ
definitions	 ﾠ of	 ﾠ formal	 ﾠ education	 ﾠ can	 ﾠ limit	 ﾠ the	 ﾠ range	 ﾠ of	 ﾠ broader	 ﾠ informal	 ﾠ
educational	 ﾠ opportunities	 ﾠ available	 ﾠ to	 ﾠ individuals	 ﾠ throughout	 ﾠ their	 ﾠ lives	 ﾠ (see	 ﾠ
Sewell	 ﾠand	 ﾠNewman	 ﾠ2006,	 ﾠp.7	 ﾠ–	 ﾠ9).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠcurrent	 ﾠfocus	 ﾠof	 ﾠeducational	 ﾠtheory	 ﾠhas	 ﾠshifted	 ﾠfrom	 ﾠthe	 ﾠeducator	 ﾠin	 ﾠthe	 ﾠ
times	 ﾠ of	 ﾠ the	 ﾠ great	 ﾠ German	 ﾠ educationalist	 ﾠ Johann	 ﾠ Friedrich	 ﾠ Herbert	 ﾠ (1776	 ﾠ –	 ﾠ
1841)	 ﾠ to	 ﾠ the	 ﾠ learner	 ﾠ with	 ﾠ John	 ﾠ Dewey	 ﾠ and	 ﾠ then	 ﾠ to	 ﾠ a	 ﾠ more	 ﾠ activist	 ﾠ form	 ﾠ of	 ﾠ
educator	 ﾠwith	 ﾠFreire.	 ﾠPresent	 ﾠdebates	 ﾠin	 ﾠeducational	 ﾠtheory	 ﾠare	 ﾠconcerned	 ﾠwith	 ﾠa	 ﾠ
knowledge	 ﾠcentred	 ﾠapproach	 ﾠto	 ﾠlearning	 ﾠ(see	 ﾠgenerally	 ﾠYoung	 ﾠ2008).	 ﾠIn	 ﾠcontrast,	 ﾠ
modern	 ﾠeducational	 ﾠtheory	 ﾠaccepts	 ﾠthat	 ﾠexperience	 ﾠand	 ﾠreflection	 ﾠcontributes	 ﾠto	 ﾠ
the	 ﾠ‘educatedness’	 ﾠof	 ﾠan	 ﾠindividual.	 ﾠFurthermore,	 ﾠit	 ﾠhas	 ﾠalso	 ﾠsought	 ﾠto	 ﾠrupture	 ﾠ
the	 ﾠ notion	 ﾠ of	 ﾠ teaching	 ﾠ so	 ﾠ that	 ﾠ learning	 ﾠ may	 ﾠ also	 ﾠ embrace	 ﾠ the	 ﾠ informal.	 ﾠ
Contemporary	 ﾠ educational	 ﾠ theories	 ﾠ incorporate	 ﾠ the	 ﾠ role	 ﾠ of	 ﾠ culture	 ﾠ in	 ﾠ the	 ﾠ
construction	 ﾠof	 ﾠindividual	 ﾠand	 ﾠcollective	 ﾠunderstanding.	 ﾠBoth	 ﾠactivity	 ﾠtheory	 ﾠand	 ﾠ
the	 ﾠtheory	 ﾠof	 ﾠcommunities	 ﾠof	 ﾠpractice	 ﾠare	 ﾠgood	 ﾠexamples	 ﾠof	 ﾠcurrent	 ﾠeducational	 ﾠ
theory	 ﾠthat	 ﾠpromotes	 ﾠpractise	 ﾠas	 ﾠa	 ﾠsignificant	 ﾠroute	 ﾠto	 ﾠunderstanding	 ﾠtheory	 ﾠ(see	 ﾠ
generally	 ﾠEngeström	 ﾠ(1999)	 ﾠand	 ﾠWenger	 ﾠ(1999)	 ﾠat	 ﾠp.4	 ﾠonwards).	 ﾠThis	 ﾠaccords	 ﾠ
with	 ﾠ the	 ﾠ notion	 ﾠ of	 ﾠ bildung	 ﾠ so	 ﾠ that	 ﾠ education	 ﾠ and	 ﾠ philosophy	 ﾠ are	 ﾠ linked	 ﾠ as	 ﾠ
processes	 ﾠof	 ﾠpersonal	 ﾠ(self)	 ﾠand	 ﾠcultural	 ﾠformation	 ﾠso	 ﾠthat	 ﾠbody,	 ﾠmind,	 ﾠidentity	 ﾠ
and	 ﾠselfhood	 ﾠare	 ﾠunified.	 ﾠ
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The	 ﾠ term	 ﾠ educative	 ﾠ is	 ﾠ taken	 ﾠ by	 ﾠ association	 ﾠ to	 ﾠ relate	 ﾠ to	 ﾠ education	 ﾠ perhaps	 ﾠ
because	 ﾠ it	 ﾠ subsumes	 ﾠ the	 ﾠ majority	 ﾠ of	 ﾠ the	 ﾠ term	 ﾠ but	 ﾠ it	 ﾠ must	 ﾠ then	 ﾠ include	 ﾠ the	 ﾠ
accompanying	 ﾠprocess	 ﾠ(method,	 ﾠprocedure	 ﾠor	 ﾠaction	 ﾠthrough	 ﾠwhich	 ﾠindividuals	 ﾠ
are	 ﾠeducated)	 ﾠand	 ﾠthought.	 ﾠThis	 ﾠcontributes	 ﾠto	 ﾠthe	 ﾠdevelopment	 ﾠof	 ﾠthe	 ﾠself	 ﾠin	 ﾠa	 ﾠ
bildungian	 ﾠ sense	 ﾠ as	 ﾠ symbiotic-ﾭ‐enduring-ﾭ‐reflexivity	 ﾠ engaged	 ﾠ through	 ﾠ the	 ﾠ
humanistic	 ﾠconscious	 ﾠand	 ﾠsubconscious	 ﾠmind	 ﾠ(psychological	 ﾠand	 ﾠspiritual).	 ﾠSuch	 ﾠ
an	 ﾠimpact	 ﾠcan	 ﾠoccur	 ﾠthrough	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠthe	 ﾠlife	 ﾠand	 ﾠeven	 ﾠprior	 ﾠ
to,	 ﾠduring	 ﾠand	 ﾠpost	 ﾠsignificant	 ﾠeducational	 ﾠevents	 ﾠ(epiphanies)	 ﾠwhether	 ﾠthey	 ﾠare	 ﾠ
formal	 ﾠor	 ﾠinformally	 ﾠencountered.	 ﾠErben	 ﾠ(1999,	 ﾠp.78)	 ﾠargues	 ﾠthat	 ﾠthe	 ﾠterm	 ﾠrefers	 ﾠ
to	 ﾠthe	 ﾠ	 ﾠ
	 ﾠ
conditions	 ﾠwithin	 ﾠwhich	 ﾠmoral	 ﾠreasoning	 ﾠ[is]	 ﾠperformed	 ﾠ[because	 ﾠit	 ﾠ
relates	 ﾠto]	 ﾠa	 ﾠconception	 ﾠof	 ﾠpersonal	 ﾠidentity	 ﾠoriginating	 ﾠ[from]	 ﾠmoral	 ﾠ
choices.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠthis	 ﾠstudy	 ﾠthe	 ﾠtrajectorial	 ﾠexperiences	 ﾠthrough	 ﾠwhich	 ﾠindividuals	 ﾠare	 ﾠeducated	 ﾠ
are	 ﾠaccepted	 ﾠas	 ﾠincluding	 ﾠthe	 ﾠformal	 ﾠand	 ﾠinformal	 ﾠfor	 ﾠinstance	 ﾠculture,	 ﾠeconomy	 ﾠ
including	 ﾠ hierarchical	 ﾠ ordering,	 ﾠ traditional	 ﾠ education,	 ﾠ personal,	 ﾠ political	 ﾠ
including	 ﾠ power,	 ﾠ reflective	 ﾠ including	 ﾠ free-ﾭ‐will	 ﾠ and	 ﾠ social.	 ﾠ It	 ﾠ is	 ﾠ accepted	 ﾠ that	 ﾠ
education	 ﾠis	 ﾠaffected	 ﾠby	 ﾠthe	 ﾠtrajectories	 ﾠthrough	 ﾠwhich	 ﾠknowledge,	 ﾠinformation	 ﾠ
and	 ﾠskills	 ﾠare	 ﾠacquired.	 ﾠThese	 ﾠthree	 ﾠterms	 ﾠare	 ﾠwidely	 ﾠdefined	 ﾠto	 ﾠinclude,	 ﾠamongst	 ﾠ
other	 ﾠ things,	 ﾠ the	 ﾠ absorption	 ﾠ of	 ﾠ culture,	 ﾠ ethics,	 ﾠ experience,	 ﾠ morality,	 ﾠ politics,	 ﾠ
techniques	 ﾠ and	 ﾠ values,	 ﾠ and	 ﾠ reflexivity.	 ﾠ The	 ﾠ educative	 ﾠ and	 ﾠ the	 ﾠ educational	 ﾠ
influences	 ﾠin	 ﾠthe	 ﾠdevelopment	 ﾠof	 ﾠDix’s	 ﾠself	 ﾠin	 ﾠGermany	 ﾠduring	 ﾠthe	 ﾠperiod	 ﾠ1890	 ﾠ–	 ﾠ
1969	 ﾠ can	 ﾠ be	 ﾠ discerned	 ﾠ through	 ﾠ a	 ﾠ combination	 ﾠ of	 ﾠ narrative	 ﾠ research,	 ﾠ art	 ﾠ
historical	 ﾠand	 ﾠsociological	 ﾠresearch	 ﾠthrough	 ﾠDix’s	 ﾠlife	 ﾠand	 ﾠartwork	 ﾠ(see	 ﾠappendix	 ﾠ
one,	 ﾠfigures	 ﾠ2,	 ﾠ3	 ﾠand	 ﾠ5).	 ﾠThus,	 ﾠto	 ﾠunderstand	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠthe	 ﾠlife	 ﾠ
and	 ﾠsocially	 ﾠcritical	 ﾠart	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠis	 ﾠselected	 ﾠto	 ﾠevidence	 ﾠhow	 ﾠsignificant	 ﾠformal	 ﾠ
and	 ﾠinformal	 ﾠeducational	 ﾠexperiences	 ﾠcontribute	 ﾠtowards	 ﾠthe	 ﾠartist’s	 ﾠeducational	 ﾠ
trajectory.	 ﾠ This	 ﾠ study	 ﾠ also	 ﾠ postulates	 ﾠ that	 ﾠ formal	 ﾠ and	 ﾠ informal	 ﾠ education	 ﾠ
combines	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠan	 ﾠenduring	 ﾠsymbiotic	 ﾠrelationship	 ﾠimpacting	 ﾠupon	 ﾠthe	 ﾠ
educational-ﾭ‐life	 ﾠ and	 ﾠ the	 ﾠ reflexive	 ﾠ and	 ﾠ strategic-ﾭ‐self.	 ﾠ From	 ﾠ a	 ﾠ Bourdieusian	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perspective	 ﾠthis	 ﾠimpacts	 ﾠupon	 ﾠthe	 ﾠconatus	 ﾠ(life-ﾭ‐course)	 ﾠand	 ﾠdoxa	 ﾠ(pre-ﾭ‐reflexive	 ﾠ
dispositions),	 ﾠand	 ﾠfrom	 ﾠa	 ﾠbildungian	 ﾠsense	 ﾠon	 ﾠthe	 ﾠdevelopment	 ﾠof	 ﾠthe	 ﾠself.	 ﾠ	 ﾠ
	 ﾠ
2.3	 ﾠAutobiography	 ﾠand	 ﾠBiography:	 ﾠthe	 ﾠLife-ﾭ‐Narrative	 ﾠ
	 ﾠ
Autobiographies	 ﾠand	 ﾠbiographies	 ﾠare	 ﾠoften	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠstudies	 ﾠin	 ﾠmorality,	 ﾠ
personal	 ﾠand	 ﾠpolitical	 ﾠpower,	 ﾠfate	 ﾠand	 ﾠsocial	 ﾠcontrol	 ﾠ(Denzin	 ﾠ1989:29).	 ﾠRoberts	 ﾠ
(2002,	 ﾠpp.52	 ﾠ–	 ﾠ53)	 ﾠstates	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
biography	 ﾠ [is]	 ﾠ commonly	 ﾠ considered	 ﾠ within	 ﾠ literary	 ﾠ study	 ﾠ and	 ﾠ
criticism	 ﾠ as	 ﾠ [a	 ﾠ genre]	 ﾠ of	 ﾠ writing	 ﾠ [authored	 ﾠ and	 ﾠ edited	 ﾠ by	 ﾠ a	 ﾠ
researcher]	 ﾠabout	 ﾠanother	 ﾠ…	 ﾠ[when]	 ﾠconsidered	 ﾠas	 ﾠlife	 ﾠwriting	 ﾠ[it]	 ﾠ
becomes	 ﾠ …	 ﾠ broad	 ﾠ [and	 ﾠ can	 ﾠ include	 ﾠ amongst	 ﾠ many	 ﾠ other	 ﾠ things	 ﾠ
memoirs,	 ﾠdiaries	 ﾠand	 ﾠprofiles]	 ﾠ…	 ﾠ[but	 ﾠis	 ﾠnot	 ﾠconsidered	 ﾠas]	 ﾠenabling	 ﾠ
an	 ﾠindividual	 ﾠto	 ﾠspeak.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ auto/biographical	 ﾠ life-ﾭ‐narrative	 ﾠcan	 ﾠbe	 ﾠseen	 ﾠas	 ﾠa	 ﾠco-ﾭ‐constructive	 ﾠ process	 ﾠ
that	 ﾠ allows	 ﾠ meanings	 ﾠ to	 ﾠ be	 ﾠ brought	 ﾠ from	 ﾠ the	 ﾠ subconscious	 ﾠ to	 ﾠ the	 ﾠ domain	 ﾠ of	 ﾠ
consciousness	 ﾠand	 ﾠawareness.	 ﾠKnowledge	 ﾠand	 ﾠthe	 ﾠstories	 ﾠabout	 ﾠit	 ﾠfacilitate	 ﾠfocus	 ﾠ
on	 ﾠidentity	 ﾠthereby	 ﾠrevealing	 ﾠvalues,	 ﾠattitudes	 ﾠ(Pagano	 ﾠ1991:	 ﾠ193	 ﾠ–	 ﾠ205),	 ﾠsocial	 ﾠ
influences	 ﾠ (Ricoeur	 ﾠ 1980:	 ﾠ 169)	 ﾠ and	 ﾠ perhaps	 ﾠ also	 ﾠ educative	 ﾠ strategies	 ﾠ in	 ﾠ
communal	 ﾠ cultural	 ﾠ democratization.	 ﾠ Narrative	 ﾠ method	 ﾠ investigates	 ﾠ the	 ﾠ story	 ﾠ
uncovering	 ﾠthe	 ﾠconscious,	 ﾠunconscious	 ﾠor	 ﾠexistential	 ﾠby	 ﾠ	 ﾠ
	 ﾠ
weaving	 ﾠ …	 ﾠ context	 ﾠ [whether	 ﾠ social	 ﾠ or	 ﾠ otherwise	 ﾠ (further	 ﾠ emphasis	 ﾠ
added)]	 ﾠand	 ﾠindividual	 ﾠlife	 ﾠtogether	 ﾠ(Erben	 ﾠ1998:	 ﾠ13).	 ﾠ	 ﾠ
	 ﾠ
Reframing	 ﾠ a	 ﾠ life	 ﾠ raises	 ﾠ many	 ﾠ issues	 ﾠ including	 ﾠ validity	 ﾠ (objectivity)	 ﾠ and	 ﾠ bias	 ﾠ
(researcher	 ﾠinfluence).	 ﾠEpistolary	 ﾠand	 ﾠvisual	 ﾠevidence	 ﾠsuch	 ﾠas	 ﾠcorrespondence,	 ﾠ
letters,	 ﾠphotographs	 ﾠand	 ﾠart	 ﾠworks	 ﾠall	 ﾠprovide	 ﾠmemories	 ﾠand	 ﾠstories	 ﾠof	 ﾠthe	 ﾠlife	 ﾠ
lived	 ﾠand	 ﾠconnect	 ﾠindividuals	 ﾠto	 ﾠtimes	 ﾠand	 ﾠplaces	 ﾠ(see	 ﾠPlummer	 ﾠ2001,	 ﾠp222	 ﾠ–	 ﾠ
237	 ﾠon	 ﾠmemories).	 ﾠBiographical	 ﾠwriting	 ﾠhas	 ﾠseen	 ﾠa	 ﾠshift	 ﾠand	 ﾠits	 ﾠcode	 ﾠhas	 ﾠbeen	 ﾠre-ﾭ‐
interpreted	 ﾠ (Lee	 ﾠ 2009,	 ﾠ p.18)	 ﾠ allowing	 ﾠ for	 ﾠ more	 ﾠ to	 ﾠ be	 ﾠ scrutinised	 ﾠ using	 ﾠ this	 ﾠ	 ﾠ 42	 ﾠ
method	 ﾠ(see	 ﾠEvans	 ﾠ1993,	 ﾠp.8).	 ﾠ	 ﾠIn	 ﾠeducation	 ﾠthe	 ﾠstudy	 ﾠof	 ﾠbiography	 ﾠcovers	 ﾠtopics	 ﾠ
from	 ﾠschooling	 ﾠexperience	 ﾠto	 ﾠthe	 ﾠacquisition	 ﾠof	 ﾠpedagogical	 ﾠknowledge	 ﾠ(Roberts	 ﾠ
2002,	 ﾠp.23,	 ﾠErben	 ﾠ1998,	 ﾠp.4).	 ﾠIf	 ﾠautobiography	 ﾠis	 ﾠthe	 ﾠact	 ﾠof	 ﾠthe	 ﾠpresent	 ﾠ(Eakin	 ﾠ
1985)	 ﾠ then	 ﾠ biography	 ﾠ must	 ﾠ be	 ﾠ an	 ﾠ act	 ﾠ of	 ﾠ reframing	 ﾠ the	 ﾠ past,	 ﾠ herein	 ﾠ lay	 ﾠ its	 ﾠ
inherent	 ﾠflaws.	 ﾠWithin	 ﾠthis	 ﾠgenre	 ﾠexists	 ﾠthe	 ﾠnarrative	 ﾠ(life-ﾭ‐narrative)	 ﾠtheoretical	 ﾠ
approach	 ﾠthat	 ﾠseeks	 ﾠto	 ﾠexplore	 ﾠfactors	 ﾠthat	 ﾠinclude	 ﾠthe	 ﾠpast,	 ﾠpresent,	 ﾠfuture,	 ﾠself	 ﾠ
and	 ﾠ memory	 ﾠ –	 ﾠ these	 ﾠ are	 ﾠ discussed	 ﾠ more	 ﾠ in	 ﾠ Chapter	 ﾠ three.	 ﾠ Other	 ﾠ theoretical	 ﾠ
approaches	 ﾠ within	 ﾠ biographical	 ﾠ research	 ﾠ include	 ﾠ phenomenology,	 ﾠ discourse	 ﾠ
theory,	 ﾠ symbolic	 ﾠ interactionism	 ﾠ and	 ﾠ ethnomethodology.	 ﾠ Riessman	 ﾠ (1993,	 ﾠ p.1)	 ﾠ
argues	 ﾠthat	 ﾠnarrative	 ﾠresearch,	 ﾠand	 ﾠmore	 ﾠspecifically	 ﾠthe	 ﾠlife-ﾭ‐narrative	 ﾠ	 ﾠ
	 ﾠ
does	 ﾠnot	 ﾠfit	 ﾠneatly	 ﾠwithin	 ﾠthe	 ﾠboundaries	 ﾠof	 ﾠany	 ﾠsingle	 ﾠscholarly	 ﾠfield	 ﾠ
[and	 ﾠthus	 ﾠit	 ﾠis]	 ﾠinherently	 ﾠinterdisciplinary	 ﾠ[in	 ﾠnature].	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠlife-ﾭ‐narrative	 ﾠis	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠpart	 ﾠof	 ﾠthe	 ﾠbroader	 ﾠpractice	 ﾠknown	 ﾠas	 ﾠthe	 ﾠ
qualitative	 ﾠresearch	 ﾠmethods	 ﾠwhere	 ﾠ	 ﾠ
	 ﾠ
researchers	 ﾠ tend	 ﾠ to	 ﾠ espouse	 ﾠ an	 ﾠ approach	 ﾠ in	 ﾠ which	 ﾠ theory	 ﾠ and	 ﾠ
empirical	 ﾠinvestigation	 ﾠare	 ﾠinterwoven	 ﾠ…	 ﾠ[either]	 ﾠduring	 ﾠor	 ﾠat	 ﾠthe	 ﾠ
end	 ﾠof	 ﾠfieldwork,	 ﾠrather	 ﾠthan	 ﾠ[as]	 ﾠa	 ﾠprecursor	 ﾠto	 ﾠit	 ﾠ(Bryman	 ﾠ1988,	 ﾠ
p.81	 ﾠin	 ﾠRoberts	 ﾠ2002,	 ﾠp.2).	 ﾠ
	 ﾠ
It	 ﾠis	 ﾠoften	 ﾠargued	 ﾠthat,	 ﾠat	 ﾠleast	 ﾠfrom	 ﾠa	 ﾠphilosophical	 ﾠperspective,	 ﾠsuch	 ﾠresearch	 ﾠ
tends	 ﾠto	 ﾠbe	 ﾠguided	 ﾠby	 ﾠhighly	 ﾠabstract	 ﾠprinciples	 ﾠ(Denzin	 ﾠand	 ﾠLincoln	 ﾠ2008,	 ﾠpp.31	 ﾠ
–	 ﾠ38;	 ﾠBateson	 ﾠ1972,	 ﾠp.31).	 ﾠRiessman	 ﾠ(2008,	 ﾠp.10)	 ﾠdescribes	 ﾠnarrative	 ﾠas	 ﾠa	 ﾠ	 ﾠ
	 ﾠ
family	 ﾠ of	 ﾠ methods	 ﾠ for	 ﾠ interpreting	 ﾠ texts	 ﾠ that	 ﾠ have	 ﾠ in	 ﾠ common	 ﾠ a	 ﾠ
storied	 ﾠform.	 ﾠ	 ﾠ
	 ﾠ
Narrative	 ﾠhas	 ﾠseen	 ﾠa	 ﾠsignificant	 ﾠand	 ﾠpositive	 ﾠshift	 ﾠor	 ﾠturn	 ﾠin	 ﾠstudy	 ﾠwith	 ﾠquestions	 ﾠ
regarding	 ﾠthe	 ﾠexplanation,	 ﾠinterpretation	 ﾠand	 ﾠunderstanding	 ﾠof	 ﾠindividual	 ﾠand	 ﾠ
group	 ﾠaction	 ﾠin	 ﾠthe	 ﾠsocial	 ﾠsciences	 ﾠ(Geertz	 ﾠ1973,	 ﾠ1983;	 ﾠRabinow	 ﾠ&	 ﾠSullivan	 ﾠ1979,	 ﾠ
1987;	 ﾠRiessman	 ﾠ1993,	 ﾠpp.5	 ﾠ–	 ﾠ6;	 ﾠChamberlayne	 ﾠet	 ﾠal.	 ﾠ2000;	 ﾠRoberts	 ﾠ2002,	 ﾠpp.3	 ﾠ–	 ﾠ	 ﾠ 43	 ﾠ
4).	 ﾠ This	 ﾠ can	 ﾠ be	 ﾠ attributed	 ﾠ partly	 ﾠ to	 ﾠ the	 ﾠ omission	 ﾠ of	 ﾠ humanity	 ﾠ where	 ﾠ modern	 ﾠ
science	 ﾠ seeks	 ﾠ to	 ﾠ pursue	 ﾠ only	 ﾠ causal	 ﾠ accounts	 ﾠ for	 ﾠ purposes	 ﾠ of	 ﾠ explanation	 ﾠ or	 ﾠ
objective	 ﾠmeasurement	 ﾠfor	 ﾠstatistical	 ﾠsatisfaction	 ﾠand	 ﾠare	 ﾠtherefore	 ﾠinherently	 ﾠ
flawed	 ﾠ(Rustin	 ﾠ1999:	 ﾠ65;	 ﾠRoberts	 ﾠ2002:	 ﾠ4).	 ﾠ	 ﾠ
	 ﾠ
Changes	 ﾠ to	 ﾠ the	 ﾠ way	 ﾠ in	 ﾠ which	 ﾠ the	 ﾠ very	 ﾠ nature	 ﾠ of	 ﾠ scientific	 ﾠ knowledge	 ﾠ was	 ﾠ
perceived	 ﾠand	 ﾠthe	 ﾠmethods	 ﾠused	 ﾠto	 ﾠachieve	 ﾠit	 ﾠin	 ﾠthe	 ﾠlast	 ﾠthirty	 ﾠyears	 ﾠ(Roberts	 ﾠ
2002,	 ﾠp.4)	 ﾠhave	 ﾠmeant	 ﾠthat	 ﾠthe	 ﾠlife-ﾭ‐narrative,	 ﾠwhich	 ﾠis	 ﾠno	 ﾠlonger	 ﾠregarded	 ﾠas	 ﾠthe	 ﾠ
sole	 ﾠ province	 ﾠ of	 ﾠ literary	 ﾠ study,	 ﾠ has	 ﾠ added	 ﾠ concepts	 ﾠ of	 ﾠ story	 ﾠ and	 ﾠ time	 ﾠ to	 ﾠ the	 ﾠ
research	 ﾠ process	 ﾠ (Roberts	 ﾠ 2002,	 ﾠ p.4)	 ﾠ giving	 ﾠ more	 ﾠ scope	 ﾠ for	 ﾠ a	 ﾠ rather	 ﾠ fraught	 ﾠ
postmodern	 ﾠindividuality	 ﾠ(Shilling	 ﾠand	 ﾠMellor	 ﾠ1994,	 ﾠpp.115	 ﾠ–	 ﾠ128);	 ﾠan	 ﾠuneasy	 ﾠ
individuality	 ﾠthat	 ﾠdoes	 ﾠnot	 ﾠconform	 ﾠto	 ﾠestablished	 ﾠprinciples	 ﾠor	 ﾠpractices	 ﾠand	 ﾠas	 ﾠ
a	 ﾠ result	 ﾠ it	 ﾠ sits	 ﾠ uncomfortably	 ﾠ without	 ﾠ a	 ﾠ scientific	 ﾠ evidential	 ﾠ basis.	 ﾠ Narrative	 ﾠ
research	 ﾠas	 ﾠa	 ﾠstrategy	 ﾠof	 ﾠinquiry	 ﾠappears	 ﾠin	 ﾠmany	 ﾠforms	 ﾠand	 ﾠcontributes	 ﾠin	 ﾠvalue	 ﾠ
to	 ﾠ research	 ﾠ on	 ﾠ the	 ﾠ educative	 ﾠ through	 ﾠ a	 ﾠ diversely	 ﾠ rich	 ﾠ methodological	 ﾠ and	 ﾠ
interpretative	 ﾠ exploration	 ﾠ of	 ﾠ contemporary	 ﾠ lives	 ﾠ and	 ﾠ their	 ﾠ cultural	 ﾠ and	 ﾠ
structural	 ﾠ settings.	 ﾠ This	 ﾠ can	 ﾠ provide	 ﾠ new	 ﾠ and	 ﾠ possibly	 ﾠ narrower	 ﾠ or	 ﾠ less	 ﾠ
generalised	 ﾠevidence	 ﾠon	 ﾠhow	 ﾠformal	 ﾠand	 ﾠinformal	 ﾠeducational	 ﾠactivity	 ﾠunifies	 ﾠ
and	 ﾠcontributes	 ﾠtowards	 ﾠ‘educatedness’.	 ﾠThis	 ﾠalso	 ﾠhighlights	 ﾠthe	 ﾠdifferent	 ﾠroles	 ﾠ
that	 ﾠprincipled	 ﾠunderstanding	 ﾠplays	 ﾠin	 ﾠthe	 ﾠformation	 ﾠof	 ﾠthe	 ﾠeducative-ﾭ‐self.	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠis	 ﾠpostulated	 ﾠby	 ﾠthis	 ﾠstudy	 ﾠthat	 ﾠfurther	 ﾠinsight	 ﾠinto	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠ
namely	 ﾠ the	 ﾠ combination,	 ﾠ unification	 ﾠ and	 ﾠ impact	 ﾠ of	 ﾠ formal	 ﾠ and	 ﾠ informal	 ﾠ
education	 ﾠon	 ﾠDix’s	 ﾠeducational	 ﾠand	 ﾠlife	 ﾠtrajectory	 ﾠcan	 ﾠbe	 ﾠhighlighted	 ﾠthrough	 ﾠthe	 ﾠ
biographical	 ﾠlife-ﾭ‐narrative	 ﾠwhen	 ﾠcombined	 ﾠwith	 ﾠthe	 ﾠtheories	 ﾠof	 ﾠPierre	 ﾠBourdieu.	 ﾠ
This	 ﾠis	 ﾠbecause	 ﾠBourdieusian	 ﾠtheory	 ﾠhelps	 ﾠilluminate	 ﾠthe	 ﾠrelationship	 ﾠbetween	 ﾠ
the	 ﾠparadigmatic	 ﾠ(field)	 ﾠand	 ﾠnature	 ﾠfor	 ﾠexample	 ﾠplaces,	 ﾠtimes,	 ﾠevents,	 ﾠroles	 ﾠand	 ﾠ
interactions.	 ﾠIn	 ﾠother	 ﾠwords	 ﾠto	 ﾠinvestigate	 ﾠhow	 ﾠ‘things’	 ﾠinteract	 ﾠto	 ﾠco-ﾭ‐construct	 ﾠ
the	 ﾠself	 ﾠand	 ﾠthe	 ﾠmultiple	 ﾠindividual	 ﾠeducative	 ﾠrealities	 ﾠor	 ﾠtruths	 ﾠin	 ﾠwhich	 ﾠit	 ﾠexists,	 ﾠ
this	 ﾠis	 ﾠexplored	 ﾠfurther	 ﾠin	 ﾠChapter	 ﾠthree.	 ﾠ	 ﾠ
	 ﾠ
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Most	 ﾠqualitative	 ﾠresearch	 ﾠconforms	 ﾠto	 ﾠa	 ﾠset	 ﾠof	 ﾠprocedures	 ﾠand	 ﾠalthough	 ﾠseveral	 ﾠ
typologies	 ﾠexist	 ﾠ(cf.	 ﾠCortazzi	 ﾠ2001;	 ﾠMishler	 ﾠ1995)	 ﾠnarrative	 ﾠresearch	 ﾠis	 ﾠfar	 ﾠmore	 ﾠ
fluid	 ﾠ (Riessman	 ﾠ 1993,	 ﾠ p.54).	 ﾠ Riessman	 ﾠ (1993)	 ﾠ heuristically	 ﾠ identifies	 ﾠ four	 ﾠ
contemporary	 ﾠ approaches	 ﾠ to	 ﾠ narrative	 ﾠ research;	 ﾠ thematic,	 ﾠ structural,	 ﾠ dialogic	 ﾠ
and	 ﾠvisual	 ﾠanalysis,	 ﾠwithin	 ﾠeach	 ﾠof	 ﾠthese	 ﾠis	 ﾠan	 ﾠintrinsic	 ﾠlink	 ﾠto	 ﾠthe	 ﾠstages	 ﾠof	 ﾠthe	 ﾠ
narrative	 ﾠresearch	 ﾠprocess	 ﾠidentified	 ﾠin	 ﾠher	 ﾠearlier	 ﾠwork;	 ﾠtelling,	 ﾠtranscribing	 ﾠ
and	 ﾠanalysing	 ﾠ(Riessman	 ﾠ1993,	 ﾠp.54).	 ﾠ	 ﾠ
	 ﾠ
Thematic	 ﾠanalysis	 ﾠhas	 ﾠas	 ﾠits	 ﾠfocus	 ﾠthe	 ﾠcontext	 ﾠof	 ﾠa	 ﾠtext	 ﾠor	 ﾠdata,	 ﾠfor	 ﾠexample	 ﾠwhat	 ﾠ
is	 ﾠsaid	 ﾠrather	 ﾠthan	 ﾠhow	 ﾠit	 ﾠwas	 ﾠsaid.	 ﾠHere	 ﾠthe	 ﾠphilosophical	 ﾠassumption	 ﾠis	 ﾠthat	 ﾠ
language	 ﾠis	 ﾠthe	 ﾠresource	 ﾠrather	 ﾠthan	 ﾠsubject	 ﾠthat	 ﾠis	 ﾠto	 ﾠbe	 ﾠinvestigated	 ﾠas	 ﾠa	 ﾠdirect	 ﾠ
route	 ﾠto	 ﾠunderstanding	 ﾠmeaning.	 ﾠWith	 ﾠits	 ﾠobvious	 ﾠmimicry	 ﾠof	 ﾠmost	 ﾠobjectivist	 ﾠ
modes	 ﾠof	 ﾠinquiry,	 ﾠthe	 ﾠvalidity	 ﾠin	 ﾠthis	 ﾠapproach	 ﾠis	 ﾠundermined	 ﾠby	 ﾠthe	 ﾠimplicit	 ﾠ
suggestion	 ﾠthat	 ﾠthematic	 ﾠconceptual	 ﾠorganisation	 ﾠis	 ﾠnot,	 ﾠin	 ﾠany	 ﾠway,	 ﾠintrinsically	 ﾠ
linked	 ﾠto	 ﾠthe	 ﾠresearcher.	 ﾠ	 ﾠ
	 ﾠ
Although	 ﾠa	 ﾠnumber	 ﾠof	 ﾠother	 ﾠproblems	 ﾠarise	 ﾠwith	 ﾠthematic	 ﾠanalysis	 ﾠonly	 ﾠthe	 ﾠmost	 ﾠ
salient	 ﾠare	 ﾠdiscussed;	 ﾠin	 ﾠterms	 ﾠof	 ﾠthematic	 ﾠgrouping	 ﾠit	 ﾠis	 ﾠvery	 ﾠunlikely	 ﾠthat	 ﾠall	 ﾠ
references,	 ﾠ whether	 ﾠ to	 ﾠ a	 ﾠ body,	 ﾠ object	 ﾠ or	 ﾠ otherwise,	 ﾠ have	 ﾠ the	 ﾠ same	 ﾠ universal	 ﾠ
meaning,	 ﾠin	 ﾠany	 ﾠrespect	 ﾠuniversal	 ﾠmeaning	 ﾠis	 ﾠoften	 ﾠontologically	 ﾠflawed	 ﾠ(this	 ﾠis	 ﾠ
discussed	 ﾠ later	 ﾠ in	 ﾠ Chapter	 ﾠ three).	 ﾠ Finally,	 ﾠ this	 ﾠ approach	 ﾠ does	 ﾠ not	 ﾠ account	 ﾠ for	 ﾠ
those	 ﾠ silences;	 ﾠ these	 ﾠ are	 ﾠ often	 ﾠ ignored	 ﾠ but	 ﾠ speak	 ﾠ volumes	 ﾠ for	 ﾠ instance	 ﾠ body	 ﾠ
language	 ﾠand	 ﾠgesture,	 ﾠnor	 ﾠdoes	 ﾠit	 ﾠaccount	 ﾠfor	 ﾠvariation	 ﾠin	 ﾠthe	 ﾠtonal	 ﾠproperties	 ﾠof	 ﾠ
the	 ﾠspoken	 ﾠword,	 ﾠand	 ﾠneither	 ﾠdoes	 ﾠit	 ﾠconsider	 ﾠresponses	 ﾠthat	 ﾠare	 ﾠtypologically	 ﾠ
non-ﾭ‐conforming	 ﾠ(see	 ﾠalso	 ﾠRiessman	 ﾠ2003	 ﾠin	 ﾠLewis-ﾭ‐Beck	 ﾠet	 ﾠal	 ﾠ2003).	 ﾠ	 ﾠ
	 ﾠ
Like	 ﾠ thematic	 ﾠ analysis,	 ﾠ structural	 ﾠ analysis	 ﾠ focuses	 ﾠ on	 ﾠ form	 ﾠ however	 ﾠ the	 ﾠ
emphasis	 ﾠshifts	 ﾠfrom	 ﾠwhat	 ﾠis	 ﾠsaid	 ﾠto	 ﾠhow	 ﾠit	 ﾠis	 ﾠsaid	 ﾠand	 ﾠis	 ﾠtherefore	 ﾠan	 ﾠexploration	 ﾠ
of	 ﾠ how	 ﾠ the	 ﾠ selection	 ﾠ of	 ﾠ particular	 ﾠ narrative	 ﾠ devices	 ﾠ make	 ﾠ a	 ﾠ story	 ﾠ more	 ﾠ
persuasive.	 ﾠHere,	 ﾠand	 ﾠin	 ﾠstark	 ﾠcontrast	 ﾠto	 ﾠthematic	 ﾠnarrative	 ﾠanalysis,	 ﾠlanguage	 ﾠis	 ﾠ
treated	 ﾠ as	 ﾠ a	 ﾠ topic	 ﾠ to	 ﾠ be	 ﾠ investigated	 ﾠ rather	 ﾠ than	 ﾠ a	 ﾠ pure	 ﾠ resource.	 ﾠ Structural	 ﾠ
narrative	 ﾠanalysis,	 ﾠdeveloped	 ﾠby	 ﾠLabov	 ﾠet	 ﾠal	 ﾠ(1982),	 ﾠanalyses	 ﾠthe	 ﾠ	 ﾠ
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function	 ﾠ of	 ﾠ a	 ﾠ clause	 ﾠ in	 ﾠ the	 ﾠ overall	 ﾠ narrative	 ﾠ [and]	 ﾠ …	 ﾠ the	 ﾠ
communicative	 ﾠwork	 ﾠit	 ﾠaccomplishes	 ﾠ(Riessman	 ﾠ2003	 ﾠin	 ﾠLewis-ﾭ‐Beck	 ﾠ
et	 ﾠal	 ﾠ2003).	 ﾠ	 ﾠ
	 ﾠ
Here	 ﾠ the	 ﾠ non-ﾭ‐assumption	 ﾠ of	 ﾠ transparency	 ﾠ means	 ﾠ that	 ﾠ theories	 ﾠ relating	 ﾠ to	 ﾠ
language	 ﾠand	 ﾠmeaning	 ﾠcan	 ﾠbe	 ﾠbuilt	 ﾠmore	 ﾠeffectively,	 ﾠhowever	 ﾠresearchers	 ﾠmust	 ﾠ
be	 ﾠsure	 ﾠto	 ﾠavoid	 ﾠdata	 ﾠ(for	 ﾠexample	 ﾠtranscripts)	 ﾠbecoming	 ﾠunreadable.	 ﾠOften	 ﾠa	 ﾠ
strict	 ﾠadherence	 ﾠto	 ﾠthe	 ﾠrules	 ﾠof	 ﾠthematic	 ﾠanalysis	 ﾠlead	 ﾠto	 ﾠde-ﾭ‐contextualisation	 ﾠof	 ﾠ
the	 ﾠlife-ﾭ‐narrative	 ﾠbecause	 ﾠhistorical,	 ﾠinstitutional	 ﾠand	 ﾠinteractional	 ﾠfactors	 ﾠare	 ﾠ
ignored,	 ﾠall	 ﾠof	 ﾠwhich	 ﾠare	 ﾠimportant	 ﾠfor	 ﾠpurposes	 ﾠof	 ﾠvalidity	 ﾠ(discussed	 ﾠin	 ﾠChapter	 ﾠ
three).	 ﾠ	 ﾠ
	 ﾠ
Dialogic	 ﾠanalysis	 ﾠ(also	 ﾠreferred	 ﾠto	 ﾠas	 ﾠinteractional	 ﾠnarrative	 ﾠanalysis)	 ﾠhas	 ﾠas	 ﾠits	 ﾠ
focus	 ﾠthe	 ﾠprocess	 ﾠof	 ﾠdialogue	 ﾠbetween	 ﾠthe	 ﾠnarrator	 ﾠand	 ﾠthe	 ﾠlistener	 ﾠso	 ﾠthat	 ﾠboth	 ﾠ
parties	 ﾠ participate	 ﾠ in	 ﾠ conversation.	 ﾠ Here,	 ﾠ the	 ﾠ former	 ﾠ two	 ﾠ approaches	 ﾠ are	 ﾠ not	 ﾠ
abandoned	 ﾠbut	 ﾠthe	 ﾠemphasis	 ﾠis	 ﾠon	 ﾠ	 ﾠ
	 ﾠ
storytelling	 ﾠas	 ﾠa	 ﾠprocess	 ﾠof	 ﾠco-ﾭ‐construction,	 ﾠwhere	 ﾠteller	 ﾠand	 ﾠlistener	 ﾠ
create	 ﾠmeaning	 ﾠcollaboratively	 ﾠ(Riessman	 ﾠ2003	 ﾠin	 ﾠLewis-ﾭ‐Beck	 ﾠet	 ﾠal	 ﾠ
2003).	 ﾠ	 ﾠ
	 ﾠ
Dialogic	 ﾠnarrative	 ﾠanalysis	 ﾠis	 ﾠdeficient	 ﾠin	 ﾠaccount	 ﾠfor	 ﾠpauses,	 ﾠsilences	 ﾠ(as	 ﾠbefore)	 ﾠ
and	 ﾠother	 ﾠaspects	 ﾠof	 ﾠtalk	 ﾠfor	 ﾠexample	 ﾠbody	 ﾠlanguage	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠgestures	 ﾠetc.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠfinal	 ﾠapproach	 ﾠrelative	 ﾠfor	 ﾠdiscussion	 ﾠis	 ﾠthe	 ﾠanalytic	 ﾠvisual	 ﾠanalysis.	 ﾠThis	 ﾠ
takes	 ﾠthe	 ﾠlife-ﾭ‐narrative	 ﾠbeyond	 ﾠthe	 ﾠspoken	 ﾠand	 ﾠwritten	 ﾠword,	 ﾠhere	 ﾠstorytelling	 ﾠ
becomes	 ﾠvisual	 ﾠor	 ﾠperfomative	 ﾠbecause	 ﾠit	 ﾠacknowledges	 ﾠthat	 ﾠa	 ﾠpast	 ﾠ	 ﾠ
	 ﾠ
involves,	 ﾠ persuades,	 ﾠ and	 ﾠ (perhaps)	 ﾠ moves	 ﾠ an	 ﾠ audience	 ﾠ through	 ﾠ
language	 ﾠ and	 ﾠ gesture,	 ﾠ ‘doing’	 ﾠ rather	 ﾠ than	 ﾠ telling	 ﾠ alone	 ﾠ (Riessman	 ﾠ
2003	 ﾠin	 ﾠLewis-ﾭ‐Beck	 ﾠet	 ﾠal	 ﾠ2003).	 ﾠ	 ﾠ
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Analytic	 ﾠ visual	 ﾠ analysis	 ﾠ facilitates	 ﾠ case-ﾭ‐centred	 ﾠ research	 ﾠ through	 ﾠ the	 ﾠ
interpretation	 ﾠof	 ﾠ	 ﾠ
	 ﾠ
many	 ﾠkinds	 ﾠof	 ﾠtexts-ﾭ‐oral,	 ﾠwritten	 ﾠand	 ﾠvisual	 ﾠ(Riessman	 ﾠ2008,	 ﾠp.10).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ approach	 ﾠ ranges	 ﾠ from	 ﾠ the	 ﾠ dramaturgic	 ﾠ to	 ﾠ narrative	 ﾠ as	 ﾠ social	 ﾠ action	 ﾠ and	 ﾠ
integrates	 ﾠthe	 ﾠvisual	 ﾠfor	 ﾠexample	 ﾠphotographic	 ﾠor	 ﾠart,	 ﾠwith	 ﾠthe	 ﾠspoken	 ﾠor	 ﾠwritten	 ﾠ
word	 ﾠfor	 ﾠexample	 ﾠletters	 ﾠand	 ﾠdocuments	 ﾠ(see	 ﾠsupra	 ﾠp.44).	 ﾠThus,	 ﾠit	 ﾠfacilitates	 ﾠthe	 ﾠ
analysis	 ﾠof	 ﾠoral	 ﾠnarratives,	 ﾠtheir	 ﾠsettings,	 ﾠdiscursive	 ﾠdialogue,	 ﾠand	 ﾠaudience	 ﾠand	 ﾠ
interpreter	 ﾠresponse	 ﾠbecause	 ﾠa	 ﾠmore	 ﾠholistic	 ﾠapproach	 ﾠis	 ﾠtaken.	 ﾠThis	 ﾠapproach	 ﾠis	 ﾠ
best	 ﾠsuited	 ﾠto	 ﾠthe	 ﾠexploration	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠbecause	 ﾠit	 ﾠcentres	 ﾠon	 ﾠa	 ﾠwider	 ﾠrange	 ﾠof	 ﾠ
communicative	 ﾠpractices	 ﾠand	 ﾠeducational	 ﾠidentity	 ﾠconstruction.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠterms	 ﾠof	 ﾠepistolary	 ﾠdata	 ﾠit	 ﾠis	 ﾠimportant	 ﾠto	 ﾠdistinguish	 ﾠbetween	 ﾠletters	 ﾠand	 ﾠ
correspondence,	 ﾠ and	 ﾠ the	 ﾠ relevant	 ﾠ issues	 ﾠ related	 ﾠ to	 ﾠ them.	 ﾠ Both	 ﾠ are	 ﾠ important	 ﾠ
forms	 ﾠof	 ﾠdata	 ﾠbecause	 ﾠthere	 ﾠis	 ﾠa	 ﾠdeep	 ﾠconnection	 ﾠbetween	 ﾠthem	 ﾠand	 ﾠthe	 ﾠlived	 ﾠlife.	 ﾠ
As	 ﾠStanley	 ﾠ(2004,	 ﾠpp202,	 ﾠ212	 ﾠand	 ﾠ223)	 ﾠstates	 ﾠ	 ﾠ
	 ﾠ
Letters	 ﾠ…	 ﾠ[provide]	 ﾠevidence	 ﾠabout	 ﾠevents	 ﾠor	 ﾠpeople	 ﾠ…	 ﾠ[They]	 ﾠinvolve	 ﾠ
a	 ﾠperformance	 ﾠof	 ﾠthe	 ﾠself	 ﾠby	 ﾠthe	 ﾠwriter	 ﾠ…	 ﾠ[and]	 ﾠare	 ﾠwritten	 ﾠby	 ﾠa	 ﾠliving	 ﾠ
person	 ﾠlocated	 ﾠwithin	 ﾠa	 ﾠmaterial	 ﾠand	 ﾠsocial	 ﾠcontext	 ﾠ…	 ﾠ[Both	 ﾠletters	 ﾠand	 ﾠ
correspondence]	 ﾠdescribe	 ﾠor	 ﾠinvoke	 ﾠaspects	 ﾠof	 ﾠthis	 ﾠcontext	 ﾠand	 ﾠthe	 ﾠ
place	 ﾠof	 ﾠthese	 ﾠpeople	 ﾠwithin	 ﾠit	 ﾠ…	 ﾠthey	 ﾠare	 ﾠtraces	 ﾠof	 ﾠthis	 ﾠperson.	 ﾠ	 ﾠ
	 ﾠ
Stanley	 ﾠ(2004,	 ﾠp.209)	 ﾠdistinguishes	 ﾠbetween	 ﾠcorrespondence	 ﾠand	 ﾠletters	 ﾠin	 ﾠthe	 ﾠ
following	 ﾠterms	 ﾠ	 ﾠ
	 ﾠ
[Correspondence	 ﾠis]	 ﾠan	 ﾠexchange	 ﾠpersisting	 ﾠover	 ﾠtime,	 ﾠwhilst	 ﾠa	 ﾠletter	 ﾠ
can	 ﾠbe	 ﾠwritten,	 ﾠsent	 ﾠand	 ﾠread	 ﾠas	 ﾠa	 ﾠone-ﾭ‐off	 ﾠoccurrence.	 ﾠ	 ﾠ
	 ﾠ
A	 ﾠnumber	 ﾠof	 ﾠinteresting	 ﾠcontemporary	 ﾠbiographies	 ﾠutilise	 ﾠsuch	 ﾠdata	 ﾠfor	 ﾠinstance	 ﾠ
Clarke’s	 ﾠrecent	 ﾠbiography	 ﾠon	 ﾠthe	 ﾠEnglish	 ﾠartist	 ﾠRandolph	 ﾠSchwabe	 ﾠ(2012)	 ﾠ(see	 ﾠ
also	 ﾠsupra	 ﾠp.87).	 ﾠSimilarly,	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠcorrespondence	 ﾠbetween	 ﾠDix	 ﾠand	 ﾠHelen	 ﾠ	 ﾠ 47	 ﾠ
Jakob,	 ﾠand	 ﾠletters	 ﾠbetween	 ﾠthe	 ﾠartist	 ﾠand	 ﾠMartha	 ﾠ(see	 ﾠchapters	 ﾠ5	 ﾠ–	 ﾠ6)	 ﾠare	 ﾠused	 ﾠto	 ﾠ
lend	 ﾠinsight	 ﾠinto	 ﾠthe	 ﾠevents	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠas	 ﾠare	 ﾠindividual	 ﾠprivate	 ﾠletters	 ﾠbetween	 ﾠ
the	 ﾠartist	 ﾠand	 ﾠhis	 ﾠfamily,	 ﾠfriends	 ﾠand	 ﾠindividual	 ﾠpublic	 ﾠletters	 ﾠfor	 ﾠexample	 ﾠfrom	 ﾠ
Dix	 ﾠto	 ﾠthe	 ﾠGera	 ﾠDepartment	 ﾠof	 ﾠCulture.	 ﾠ	 ﾠ
	 ﾠ
Plummer	 ﾠ (2001,	 ﾠ p.54)	 ﾠ highlights	 ﾠ how	 ﾠ suspicious	 ﾠ social	 ﾠ scientists	 ﾠ are	 ﾠ of	 ﾠ
correspondence	 ﾠand	 ﾠletters.	 ﾠThe	 ﾠproblems	 ﾠin	 ﾠrelation	 ﾠto	 ﾠthis	 ﾠdata	 ﾠinclude	 ﾠthe	 ﾠ
fragmentary	 ﾠ nature	 ﾠ (see	 ﾠ generally	 ﾠ Plummer	 ﾠ 2001,	 ﾠ pp.52	 ﾠ –	 ﾠ 55;	 ﾠ Stanley	 ﾠ 2004,	 ﾠ
p.204)	 ﾠof	 ﾠthem	 ﾠespecially	 ﾠwhere	 ﾠonly	 ﾠone	 ﾠside	 ﾠof	 ﾠthe	 ﾠletter	 ﾠor	 ﾠcorrespondence	 ﾠis	 ﾠ
available.	 ﾠThe	 ﾠcorrespondence	 ﾠbetween	 ﾠJakob	 ﾠand	 ﾠDix	 ﾠfalls	 ﾠinto	 ﾠthis	 ﾠcategory.	 ﾠ
The	 ﾠ reciprocal	 ﾠ correspondence	 ﾠ from	 ﾠ Jakob	 ﾠ was	 ﾠ most	 ﾠ likely	 ﾠ destroyed	 ﾠ and	 ﾠ is	 ﾠ
therefore	 ﾠ unrecoverable;	 ﾠ however	 ﾠ Dix’s	 ﾠ correspondence	 ﾠ gives	 ﾠ us	 ﾠ some	 ﾠ fairly	 ﾠ
cogent	 ﾠ clues	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ their	 ﾠ content.	 ﾠ Another	 ﾠ issue	 ﾠ lies	 ﾠ in	 ﾠ the	 ﾠ selection	 ﾠ or	 ﾠ
rejection	 ﾠof	 ﾠsome	 ﾠof	 ﾠthe	 ﾠletters	 ﾠor	 ﾠcorrespondence.	 ﾠIt	 ﾠis	 ﾠsalient	 ﾠto	 ﾠstate	 ﾠthat	 ﾠa	 ﾠ
mixture	 ﾠof	 ﾠindividual	 ﾠletters,	 ﾠparts	 ﾠof	 ﾠindividual	 ﾠletters	 ﾠand	 ﾠcorrespondence	 ﾠis	 ﾠ
utilised.	 ﾠUnfortunately,	 ﾠchoices	 ﾠhave	 ﾠto	 ﾠbe	 ﾠmade.	 ﾠThe	 ﾠdata	 ﾠwas	 ﾠselected	 ﾠby	 ﾠreason	 ﾠ
of	 ﾠits	 ﾠconnection	 ﾠto	 ﾠthe	 ﾠmajor	 ﾠevents	 ﾠ(or	 ﾠepiphanies)	 ﾠin	 ﾠthe	 ﾠlife	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠas	 ﾠ
discussed	 ﾠin	 ﾠChapters	 ﾠ4	 ﾠ–	 ﾠ6,	 ﾠand	 ﾠthe	 ﾠcorrespondence	 ﾠserialised	 ﾠthis	 ﾠin	 ﾠorder	 ﾠof	 ﾠ
date.	 ﾠThis	 ﾠis	 ﾠbecause	 ﾠthe	 ﾠtime	 ﾠat	 ﾠwhich	 ﾠthey	 ﾠwere	 ﾠwritten	 ﾠaffects	 ﾠtheir	 ﾠcontent.	 ﾠIn	 ﾠ
terms	 ﾠof	 ﾠthis	 ﾠstudy	 ﾠthe	 ﾠdata	 ﾠis	 ﾠinsightful	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠ
(experiential)	 ﾠin	 ﾠDix’s	 ﾠlife.	 ﾠAdditionally,	 ﾠthis	 ﾠdata	 ﾠcan	 ﾠbe	 ﾠconsidered	 ﾠas	 ﾠhistorical	 ﾠ
records	 ﾠof	 ﾠthe	 ﾠmoment	 ﾠin	 ﾠwhich	 ﾠthey	 ﾠwere	 ﾠwritten	 ﾠfor	 ﾠinstance	 ﾠDix	 ﾠoften	 ﾠvividly	 ﾠ
describes	 ﾠthe	 ﾠfrontline	 ﾠto	 ﾠJakob	 ﾠ(see	 ﾠsupra	 ﾠp.137	 ﾠonwards).	 ﾠ
	 ﾠ
Plummer	 ﾠ(2001)	 ﾠand	 ﾠStanley	 ﾠ(2004)	 ﾠboth	 ﾠdiscuss	 ﾠthe	 ﾠeditorial	 ﾠprocess	 ﾠinvolved	 ﾠ
in	 ﾠthe	 ﾠuse	 ﾠof	 ﾠcorrespondence	 ﾠand	 ﾠletters	 ﾠin	 ﾠlife	 ﾠwriting.	 ﾠHowever,	 ﾠneither	 ﾠdirectly	 ﾠ
mentions	 ﾠthe	 ﾠissues	 ﾠinherent	 ﾠin	 ﾠtranslating	 ﾠletters	 ﾠbetween	 ﾠlanguages,	 ﾠin	 ﾠthis	 ﾠ
study	 ﾠfrom	 ﾠGerman	 ﾠto	 ﾠEnglish	 ﾠand	 ﾠFrench	 ﾠto	 ﾠEnglish.	 ﾠThere	 ﾠare	 ﾠa	 ﾠnumber	 ﾠof	 ﾠ
issues	 ﾠ in	 ﾠ translation	 ﾠ for	 ﾠ instance	 ﾠ retaining	 ﾠ the	 ﾠ original	 ﾠ text	 ﾠ and	 ﾠ its	 ﾠ own	 ﾠ
particular	 ﾠrights,	 ﾠthe	 ﾠcultural	 ﾠframework	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠdata	 ﾠemerged	 ﾠand	 ﾠmilieu	 ﾠ
in	 ﾠwhich	 ﾠit	 ﾠshould	 ﾠbe	 ﾠread,	 ﾠits	 ﾠdestination,	 ﾠlanguage	 ﾠ(colloquialisms	 ﾠand	 ﾠprose)	 ﾠ
and	 ﾠwhether	 ﾠthe	 ﾠcontext	 ﾠof	 ﾠthe	 ﾠdata	 ﾠshould	 ﾠbe	 ﾠput	 ﾠacademically	 ﾠor	 ﾠusing	 ﾠpopular	 ﾠ
culture	 ﾠ(see	 ﾠgenerally	 ﾠEco	 ﾠ2003,	 ﾠp.1	 ﾠ–	 ﾠ9).	 ﾠ	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 ﾠ
	 ﾠ
Translating	 ﾠany	 ﾠdata	 ﾠhas	 ﾠan	 ﾠimpact	 ﾠon	 ﾠhow	 ﾠfaithful	 ﾠa	 ﾠrepresentation	 ﾠis	 ﾠto	 ﾠits	 ﾠ
original	 ﾠ form,	 ﾠ its	 ﾠ author	 ﾠ and	 ﾠ the	 ﾠ cultural	 ﾠ milieu	 ﾠ in	 ﾠ which	 ﾠ it	 ﾠ was	 ﾠ created.	 ﾠ
Therefore,	 ﾠthe	 ﾠcorrespondence	 ﾠand	 ﾠletters	 ﾠused	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠwere	 ﾠtranslated	 ﾠ
three	 ﾠ times,	 ﾠ once	 ﾠ by	 ﾠ me	 ﾠ and	 ﾠ then	 ﾠ twice	 ﾠ by	 ﾠ independent	 ﾠ individuals.	 ﾠ The	 ﾠ
translations	 ﾠwere	 ﾠthen	 ﾠcontrasted,	 ﾠthis	 ﾠallowed	 ﾠfor	 ﾠthe	 ﾠpresentation	 ﾠof	 ﾠa	 ﾠfaithful	 ﾠ
‘closest	 ﾠnatural	 ﾠequivalent’	 ﾠ(see	 ﾠgenerally	 ﾠVenuti	 ﾠ2004,	 ﾠp.75	 ﾠ–	 ﾠ85)	 ﾠtranslation	 ﾠof	 ﾠ
the	 ﾠoriginal	 ﾠwritten	 ﾠtext.	 ﾠ	 ﾠ
	 ﾠ
Use	 ﾠof	 ﾠthe	 ﾠlife-ﾭ‐narrative	 ﾠin	 ﾠeducation	 ﾠresearch	 ﾠis	 ﾠvaried,	 ﾠMacIntyre	 ﾠargues	 ﾠ	 ﾠ
	 ﾠ
narrative	 ﾠ history	 ﾠ of	 ﾠ a	 ﾠ certain	 ﾠ kind	 ﾠ turns	 ﾠ out	 ﾠ to	 ﾠ be	 ﾠ the	 ﾠ basic	 ﾠ and	 ﾠ
essential	 ﾠgenre	 ﾠfor	 ﾠthe	 ﾠcharacterisation	 ﾠof	 ﾠhuman	 ﾠaction	 ﾠ[and	 ﾠthus	 ﾠis	 ﾠ
the]	 ﾠ…	 ﾠonly	 ﾠguarantee	 ﾠof	 ﾠsocial	 ﾠintelligibility	 ﾠ[because	 ﾠone	 ﾠcannot]	 ﾠ…	 ﾠ
account	 ﾠfor	 ﾠor	 ﾠunderstand	 ﾠthe	 ﾠactions	 ﾠor	 ﾠviews	 ﾠof	 ﾠothers	 ﾠunless	 ﾠwe	 ﾠ
grasp	 ﾠ the	 ﾠ lineaments	 ﾠ of	 ﾠ their	 ﾠ narratives	 ﾠ –	 ﾠ if	 ﾠ we	 ﾠ cannot	 ﾠ identify	 ﾠ
ourselves	 ﾠ…	 ﾠwe	 ﾠare	 ﾠboth	 ﾠphilosophically	 ﾠand	 ﾠsituationally	 ﾠbaffled	 ﾠ[as	 ﾠ
a	 ﾠresult	 ﾠof	 ﾠwhich	 ﾠwe	 ﾠare	 ﾠunable	 ﾠto	 ﾠexplore	 ﾠthe	 ﾠdistinction	 ﾠbetween	 ﾠ
that	 ﾠ which	 ﾠ is]	 ﾠ …	 ﾠ 	 ﾠ humanly	 ﾠ accountable	 ﾠ and	 ﾠ the	 ﾠ merely	 ﾠ natural	 ﾠ	 ﾠ
(MacIntyre	 ﾠ1985,	 ﾠpp208	 ﾠ–	 ﾠ209).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ biographical	 ﾠ life-ﾭ‐narrative	 ﾠ also	 ﾠ provides	 ﾠ further	 ﾠ insight	 ﾠ into	 ﾠ how	 ﾠ an	 ﾠ
educational-ﾭ‐life	 ﾠ is	 ﾠ constructed	 ﾠ through	 ﾠ the	 ﾠ revelation	 ﾠ of	 ﾠ the	 ﾠ paradigmatic	 ﾠ
interrelationships	 ﾠ that	 ﾠ exist	 ﾠ between	 ﾠ formal	 ﾠ and	 ﾠ informal	 ﾠ education	 ﾠ by	 ﾠ
harnessing	 ﾠindividual-ﾭ‐universalised	 ﾠrealities.	 ﾠErben	 ﾠargues	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
narrative	 ﾠ competence	 ﾠ [facilitates]	 ﾠ our	 ﾠ understanding	 ﾠ of	 ﾠ the	 ﾠ
narratives	 ﾠ of	 ﾠ others	 ﾠ and	 ﾠ [thus]	 ﾠ understanding	 ﾠ of	 ﾠ our	 ﾠ own	 ﾠ actions,	 ﾠ
reflections	 ﾠand	 ﾠconfusions	 ﾠ(Erben	 ﾠ2000,	 ﾠp.385).	 ﾠ	 ﾠ
	 ﾠ
Although	 ﾠ Ricoeur	 ﾠ (1983,	 ﾠ pp.52	 ﾠ –	 ﾠ 86)	 ﾠ argues	 ﾠ that	 ﾠ narratives	 ﾠ make	 ﾠ time	 ﾠ
comprehensible,	 ﾠthis	 ﾠsame	 ﾠreasoning	 ﾠmay	 ﾠbe	 ﾠapplied	 ﾠto	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠthat	 ﾠit	 ﾠ	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becomes	 ﾠmore	 ﾠcomprehensible	 ﾠbecause	 ﾠit	 ﾠis	 ﾠgiven	 ﾠcontext	 ﾠby	 ﾠtime	 ﾠas	 ﾠa	 ﾠuniversal	 ﾠ
and	 ﾠdefining	 ﾠarchitecture	 ﾠ(field	 ﾠor	 ﾠparadigm)	 ﾠof	 ﾠeducation.	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠis	 ﾠbecause	 ﾠthe	 ﾠresearched	 ﾠlife	 ﾠreveals	 ﾠhow	 ﾠthe	 ﾠeducative	 ﾠis	 ﾠenmeshed	 ﾠwith	 ﾠ
the	 ﾠ subjectivities	 ﾠ and	 ﾠ structures	 ﾠ (or	 ﾠ paradigms/fields),	 ﾠ whether	 ﾠ social	 ﾠ or	 ﾠ
otherwise,	 ﾠ in	 ﾠ which	 ﾠ it	 ﾠ exists	 ﾠ (see	 ﾠ also	 ﾠ Erben	 ﾠ 1998,	 ﾠ p.14;	 ﾠ Czarniawska	 ﾠ 2004,	 ﾠ
p.69).	 ﾠFurthermore,	 ﾠthe	 ﾠstory	 ﾠof	 ﾠan	 ﾠeducational	 ﾠlife	 ﾠmust	 ﾠbe	 ﾠtaken	 ﾠas	 ﾠbeing	 ﾠ
	 ﾠ
embedded	 ﾠ in	 ﾠ the	 ﾠ story	 ﾠ of	 ﾠ those	 ﾠ communities	 ﾠ from	 ﾠ which	 ﾠ [it]	 ﾠ
derive[s]	 ﾠ[it’s]	 ﾠidentity	 ﾠ(MacIntyre	 ﾠ1985,	 ﾠp.221).	 ﾠ	 ﾠ
	 ﾠ
Therefore,	 ﾠ a	 ﾠ hermeneutic	 ﾠ engagement	 ﾠ through	 ﾠ the	 ﾠ biographical	 ﾠ life-ﾭ‐narrative	 ﾠ
can	 ﾠ be	 ﾠ revelatory	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ revealing	 ﾠ the	 ﾠ interrelationship	 ﾠ between	 ﾠ these	 ﾠ
dynamics	 ﾠor	 ﾠthe	 ﾠsituatednesses	 ﾠof	 ﾠlife	 ﾠ(see	 ﾠalso	 ﾠErben	 ﾠ1998,	 ﾠp.13)	 ﾠthat	 ﾠaffect	 ﾠthe	 ﾠ
educative,	 ﾠ the	 ﾠ educational	 ﾠ trajectory	 ﾠ and	 ﾠ reflexivity.	 ﾠ This	 ﾠ can	 ﾠ facilitate	 ﾠ
transformative	 ﾠ education	 ﾠ through	 ﾠ early	 ﾠ intervention;	 ﾠ where	 ﾠ individually	 ﾠ and	 ﾠ
socially	 ﾠ (or	 ﾠ holistically)	 ﾠ greater	 ﾠ success	 ﾠ in	 ﾠ educative	 ﾠ development	 ﾠ can	 ﾠ be	 ﾠ
achieved	 ﾠ(trajectory).	 ﾠBiography	 ﾠcan	 ﾠassist	 ﾠin	 ﾠthe	 ﾠreconsideration,	 ﾠand	 ﾠperhaps	 ﾠ
rupture,	 ﾠ of	 ﾠ the	 ﾠ notion	 ﾠ that	 ﾠ the	 ﾠ educative	 ﾠ is	 ﾠ something	 ﾠ that	 ﾠ exists	 ﾠ within	 ﾠ the	 ﾠ
confines	 ﾠof	 ﾠthe	 ﾠtraditional	 ﾠeducational	 ﾠsetting	 ﾠfor	 ﾠexample	 ﾠthe	 ﾠUniversity,	 ﾠand	 ﾠin	 ﾠ
terms	 ﾠ of	 ﾠ teaching	 ﾠ and	 ﾠ learning	 ﾠ is	 ﾠ something	 ﾠ that	 ﾠ is	 ﾠ defined	 ﾠ according	 ﾠ to	 ﾠ the	 ﾠ
conventional	 ﾠand	 ﾠsubjective	 ﾠunderstanding	 ﾠof	 ﾠprofessional	 ﾠeducators.	 ﾠ	 ﾠ
	 ﾠ
With	 ﾠthis	 ﾠin	 ﾠmind,	 ﾠthis	 ﾠstudy	 ﾠreframes	 ﾠthe	 ﾠlife-ﾭ‐narrative,	 ﾠas	 ﾠa	 ﾠmethod	 ﾠby	 ﾠwhich	 ﾠ
the	 ﾠeducative	 ﾠcan	 ﾠbe	 ﾠexplored.	 ﾠThis	 ﾠrequires	 ﾠintensive	 ﾠphilological	 ﾠresearch	 ﾠso	 ﾠ
that	 ﾠ the	 ﾠ situatednesses	 ﾠ that	 ﾠ are	 ﾠ continually	 ﾠ structuring	 ﾠ and	 ﾠ recreating	 ﾠ the	 ﾠ
educative,	 ﾠthe	 ﾠeducational	 ﾠtrajectory	 ﾠand	 ﾠthe	 ﾠlife-ﾭ‐course	 ﾠcan	 ﾠbe	 ﾠreconstructed.	 ﾠ
Although	 ﾠthis	 ﾠlist	 ﾠis	 ﾠnot	 ﾠexhaustative,	 ﾠthe	 ﾠlife-ﾭ‐narrative	 ﾠshould	 ﾠbe	 ﾠreconstructed	 ﾠ
in	 ﾠterms	 ﾠof	 ﾠintellectual	 ﾠand	 ﾠpractical	 ﾠactivity	 ﾠsuch	 ﾠas	 ﾠcareer,	 ﾠculture,	 ﾠeducation,	 ﾠ
family,	 ﾠ science	 ﾠ and	 ﾠ politics,	 ﾠ an	 ﾠ example	 ﾠ of	 ﾠ this	 ﾠ would	 ﾠ be	 ﾠ their	 ﾠ publically	 ﾠ
transformational	 ﾠpractices	 ﾠand	 ﾠproduction	 ﾠ(artwork).	 ﾠ	 ﾠ
	 ﾠ	 ﾠ 50	 ﾠ
An	 ﾠ example	 ﾠ of	 ﾠ comparison	 ﾠ in	 ﾠ such	 ﾠ philological	 ﾠ research	 ﾠ would	 ﾠ be	 ﾠ the	 ﾠ
comparison	 ﾠ of	 ﾠ the	 ﾠ autobiography	 ﾠ or	 ﾠ biography	 ﾠ for	 ﾠ instance	 ﾠ there	 ﾠ are	 ﾠ two	 ﾠ
versions	 ﾠof	 ﾠan	 ﾠautobiography	 ﾠwritten	 ﾠby	 ﾠOtto	 ﾠDix’s	 ﾠcontemporary	 ﾠGeorge	 ﾠGrosz	 ﾠ
(1946,	 ﾠ 1983).	 ﾠ Both	 ﾠ these	 ﾠ texts	 ﾠ differ	 ﾠ significantly	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ how	 ﾠ his	 ﾠ life-ﾭ‐
narrative	 ﾠ is	 ﾠ presented,	 ﾠ for	 ﾠ example	 ﾠ the	 ﾠ later	 ﾠ version	 ﾠ excludes	 ﾠ much	 ﾠ of	 ﾠ his	 ﾠ
childhood	 ﾠexperiences	 ﾠand	 ﾠhome-ﾭ‐life.	 ﾠ
	 ﾠ
For	 ﾠ reasons	 ﾠ unknown	 ﾠ Dix	 ﾠ did	 ﾠ not	 ﾠ write	 ﾠ an	 ﾠ autobiography.	 ﾠ However,	 ﾠ Löffler	 ﾠ
(1960,	 ﾠ 1982),	 ﾠ a	 ﾠ Dresden	 ﾠ historian	 ﾠ and	 ﾠ a	 ﾠ friend	 ﾠ of	 ﾠ Otto	 ﾠ Dix,	 ﾠ provides	 ﾠ a	 ﾠ
biographical	 ﾠaccount	 ﾠof	 ﾠDix’s	 ﾠlife,	 ﾠdifferent	 ﾠto	 ﾠthat	 ﾠpresented	 ﾠby	 ﾠGutbrod	 ﾠ(2010).	 ﾠ
The	 ﾠlatter	 ﾠpresents	 ﾠan	 ﾠinteresting	 ﾠaccount	 ﾠof	 ﾠDix’s	 ﾠlife	 ﾠprimarily	 ﾠcentering	 ﾠon	 ﾠthe	 ﾠ
artist’s	 ﾠlife	 ﾠsince	 ﾠhis	 ﾠeighteenth	 ﾠbirthday.	 ﾠArguably	 ﾠLöffler	 ﾠwould	 ﾠbe	 ﾠbest	 ﾠplaced	 ﾠ
to	 ﾠwrite	 ﾠa	 ﾠbiographical	 ﾠaccount	 ﾠof	 ﾠthe	 ﾠartist’s	 ﾠlife	 ﾠon	 ﾠthe	 ﾠbasis	 ﾠof	 ﾠthe	 ﾠassumption	 ﾠ
that	 ﾠas	 ﾠa	 ﾠfriend	 ﾠhe	 ﾠwould	 ﾠhave	 ﾠhad	 ﾠfirst	 ﾠhand	 ﾠknowledge,	 ﾠsuch	 ﾠan	 ﾠassumption	 ﾠis	 ﾠ
questioned	 ﾠby	 ﾠlater	 ﾠcontradictory	 ﾠdocumentary	 ﾠevidence	 ﾠfor	 ﾠexample	 ﾠthe	 ﾠconflict	 ﾠ
on	 ﾠ how	 ﾠ many	 ﾠ busts	 ﾠ of	 ﾠ Nietzsche	 ﾠ Dix	 ﾠ actually	 ﾠ produced	 ﾠ etc.	 ﾠ This	 ﾠ study	 ﾠ in	 ﾠ
exploring	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠthe	 ﾠstrategies	 ﾠused	 ﾠto	 ﾠeducate	 ﾠothers	 ﾠwithin	 ﾠthis	 ﾠ
epoch	 ﾠalso	 ﾠcontextualises	 ﾠthe	 ﾠhabitus	 ﾠof	 ﾠthe	 ﾠsubject	 ﾠunder	 ﾠinvestigation	 ﾠ(Dix)	 ﾠ
through	 ﾠthe	 ﾠhabituses	 ﾠsurrounding	 ﾠhim	 ﾠi.e.	 ﾠacquaintances	 ﾠ(including	 ﾠemployers),	 ﾠ
family,	 ﾠfriends	 ﾠand	 ﾠlovers	 ﾠfor	 ﾠoften	 ﾠit	 ﾠis	 ﾠthose	 ﾠthat	 ﾠknow	 ﾠone	 ﾠthat	 ﾠknow	 ﾠone	 ﾠmore	 ﾠ
or	 ﾠless,	 ﾠrevealing	 ﾠevidential	 ﾠconflicts	 ﾠin	 ﾠthe	 ﾠlife-ﾭ‐narrated.	 ﾠMuch	 ﾠhas	 ﾠalso	 ﾠbeen	 ﾠ
written	 ﾠon	 ﾠthe	 ﾠinfluence	 ﾠof	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠon	 ﾠthe	 ﾠworks	 ﾠof	 ﾠart	 ﾠproduced	 ﾠby	 ﾠ
Dix	 ﾠand	 ﾠhis	 ﾠcontemporaries	 ﾠrespectively.	 ﾠ	 ﾠ
	 ﾠ
Hence,	 ﾠ the	 ﾠ life	 ﾠ of	 ﾠ Otto	 ﾠ Dix	 ﾠ is	 ﾠ evidenced	 ﾠ in	 ﾠ a	 ﾠ variety	 ﾠ of	 ﾠ forms	 ﾠ including	 ﾠ
chronologies	 ﾠ and	 ﾠ articles	 ﾠ presented	 ﾠ as	 ﾠ mini-ﾭ‐biographies	 ﾠ that	 ﾠ accompany	 ﾠ the	 ﾠ
many	 ﾠexhibitions	 ﾠand	 ﾠcatalogues	 ﾠcelebrating	 ﾠtheir	 ﾠworks,	 ﾠan	 ﾠexample	 ﾠworthy	 ﾠof	 ﾠ
mention	 ﾠ here	 ﾠ is	 ﾠ Dark	 ﾠ Pleasures	 ﾠ an	 ﾠ article	 ﾠ that	 ﾠ accompanied	 ﾠ the	 ﾠ Otto	 ﾠ Dix	 ﾠ
Retrospective	 ﾠ(Schjeldahl	 ﾠ2010,	 ﾠpp.78	 ﾠ–	 ﾠ79).	 ﾠThere	 ﾠare	 ﾠalso	 ﾠworks,	 ﾠwhich	 ﾠcannot	 ﾠ
strictly	 ﾠbe	 ﾠdefined	 ﾠas	 ﾠbiographies	 ﾠbecause	 ﾠof	 ﾠtheir	 ﾠshape	 ﾠand	 ﾠform	 ﾠ(discussed	 ﾠ
anon),	 ﾠwhich	 ﾠdiscuss	 ﾠthe	 ﾠimpact	 ﾠof	 ﾠthe	 ﾠwar	 ﾠon	 ﾠthe	 ﾠart	 ﾠof	 ﾠOtto	 ﾠDix.	 ﾠExamples	 ﾠof	 ﾠ
these	 ﾠincludes	 ﾠOtto	 ﾠDix:	 ﾠThe	 ﾠArt	 ﾠof	 ﾠLife	 ﾠby	 ﾠGutbrod	 ﾠ(2010)	 ﾠand	 ﾠthe	 ﾠdocumentary	 ﾠ
Portrait	 ﾠof	 ﾠan	 ﾠArtist:	 ﾠOtto	 ﾠDix	 ﾠ–	 ﾠThe	 ﾠPainter	 ﾠis	 ﾠthe	 ﾠEyes	 ﾠof	 ﾠthe	 ﾠWorld	 ﾠby	 ﾠReiner	 ﾠE.	 ﾠ	 ﾠ 51	 ﾠ
Moritz	 ﾠ at	 ﾠ al	 ﾠ (1989).	 ﾠ The	 ﾠ most	 ﾠ recent	 ﾠ (and	 ﾠ relevant	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ biographical	 ﾠ
analysis)	 ﾠdata	 ﾠwill	 ﾠnow	 ﾠbe	 ﾠreviewed	 ﾠin	 ﾠterms	 ﾠof	 ﾠhow	 ﾠit	 ﾠsupports	 ﾠthis	 ﾠexploration,	 ﾠ
the	 ﾠ deficiencies	 ﾠ that	 ﾠ will	 ﾠ be	 ﾠ answered	 ﾠ within	 ﾠ this	 ﾠ study	 ﾠ thus	 ﾠ evidencing	 ﾠ the	 ﾠ
many	 ﾠfacets	 ﾠof	 ﾠoriginality	 ﾠwithin	 ﾠthis	 ﾠresearch.	 ﾠ	 ﾠ
	 ﾠ
Although	 ﾠconsiderable	 ﾠevidence	 ﾠof	 ﾠthe	 ﾠlife	 ﾠof	 ﾠDix	 ﾠexists	 ﾠin	 ﾠauditory,	 ﾠvisual	 ﾠand	 ﾠ
written	 ﾠform	 ﾠit	 ﾠhas	 ﾠnot	 ﾠbeen	 ﾠused	 ﾠto	 ﾠexplore	 ﾠthe	 ﾠeducative	 ﾠnor	 ﾠhas	 ﾠit	 ﾠbeen	 ﾠused	 ﾠto	 ﾠ
investigate	 ﾠhis	 ﾠeducational	 ﾠtrajectory.	 ﾠIn	 ﾠaddition,	 ﾠthe	 ﾠbiographies	 ﾠhave	 ﾠnot	 ﾠbeen	 ﾠ
cross-ﾭ‐examined,	 ﾠin	 ﾠthe	 ﾠsame	 ﾠvein	 ﾠwhether	 ﾠtogether	 ﾠor	 ﾠotherwise.	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠ is	 ﾠ salient	 ﾠ to	 ﾠ state	 ﾠ that	 ﾠ the	 ﾠ autobiography	 ﾠ is	 ﾠ deceptive	 ﾠ as	 ﾠ the	 ﾠ best	 ﾠ form	 ﾠ of	 ﾠ
evidence	 ﾠdocumenting	 ﾠa	 ﾠlife,	 ﾠa	 ﾠfallacy	 ﾠpromoted	 ﾠby	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠthe	 ﾠauthor	 ﾠand	 ﾠ
subject	 ﾠare	 ﾠone.	 ﾠAlthough	 ﾠvalidity	 ﾠis	 ﾠdiscussed	 ﾠfurther	 ﾠin	 ﾠChapter	 ﾠthree,	 ﾠit	 ﾠis	 ﾠfair	 ﾠ
to	 ﾠnote	 ﾠthat	 ﾠto	 ﾠassume	 ﾠvalidity	 ﾠjust	 ﾠbecause	 ﾠthe	 ﾠauthor	 ﾠis	 ﾠwriting	 ﾠabout	 ﾠtheir	 ﾠown	 ﾠ
life	 ﾠwould	 ﾠbe	 ﾠerroneous.	 ﾠThe	 ﾠpresentation	 ﾠof	 ﾠan	 ﾠautobiography,	 ﾠlike	 ﾠbiography	 ﾠ
and	 ﾠnarrative	 ﾠwriting	 ﾠin	 ﾠgeneral,	 ﾠis	 ﾠconfigured	 ﾠby	 ﾠits	 ﾠfocus.	 ﾠCommon	 ﾠexamples	 ﾠof	 ﾠ
factors	 ﾠ obscuring	 ﾠ an	 ﾠ autobiography	 ﾠ include	 ﾠ event	 ﾠ selection	 ﾠ and	 ﾠ the	 ﾠ impact	 ﾠ of	 ﾠ
excluded	 ﾠ or	 ﾠ missing	 ﾠ information.	 ﾠ In	 ﾠ the	 ﾠ latter	 ﾠ case	 ﾠ such	 ﾠ data	 ﾠ may	 ﾠ be	 ﾠ
subconsciously	 ﾠor	 ﾠerroneously	 ﾠexcluded,	 ﾠor	 ﾠconsciously	 ﾠexcluded.	 ﾠIn	 ﾠeither	 ﾠcase	 ﾠ
the	 ﾠresult	 ﾠis	 ﾠthe	 ﾠsame,	 ﾠwhat	 ﾠis	 ﾠcreated	 ﾠis	 ﾠan	 ﾠontologically	 ﾠdefective	 ﾠlife-ﾭ‐narrative	 ﾠ
of	 ﾠlimited	 ﾠuse	 ﾠin	 ﾠexploring	 ﾠthe	 ﾠeducative.	 ﾠThe	 ﾠcontribution	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐
narrative	 ﾠ makes	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ exploring	 ﾠ the	 ﾠ educative	 ﾠ is	 ﾠ further	 ﾠ discussed	 ﾠ in	 ﾠ
Chapter	 ﾠ three.	 ﾠ In	 ﾠ short,	 ﾠ this	 ﾠ study	 ﾠ does	 ﾠ not	 ﾠ contend	 ﾠ that	 ﾠ the	 ﾠ life-ﾭ‐narrative	 ﾠ is	 ﾠ
defective	 ﾠin	 ﾠits	 ﾠcurrent	 ﾠform	 ﾠas	 ﾠvalidity	 ﾠin	 ﾠthe	 ﾠbroader	 ﾠsense	 ﾠmay	 ﾠbe	 ﾠachieved	 ﾠ
methodologically	 ﾠor	 ﾠotherwise.	 ﾠHowever,	 ﾠwhat	 ﾠis	 ﾠpostulated	 ﾠis	 ﾠthat	 ﾠin	 ﾠterms	 ﾠof	 ﾠ
the	 ﾠ epochal	 ﾠ development	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ and	 ﾠ for	 ﾠ research	 ﾠ in	 ﾠ education	 ﾠ
generally,	 ﾠsuch	 ﾠa	 ﾠlife-ﾭ‐narrative	 ﾠmay	 ﾠlack	 ﾠontological	 ﾠenlightenment	 ﾠin	 ﾠeducation	 ﾠ
research	 ﾠbecause	 ﾠof	 ﾠits	 ﾠcommon	 ﾠaim,	 ﾠobjective	 ﾠor	 ﾠpurpose	 ﾠ–	 ﾠsomething	 ﾠdiscussed	 ﾠ
fully	 ﾠin	 ﾠChapter	 ﾠthree.	 ﾠ	 ﾠ
	 ﾠ
Löffler	 ﾠ(1960,	 ﾠtranslated	 ﾠin	 ﾠ1982)	 ﾠprovides	 ﾠa	 ﾠsubstantive	 ﾠaccount	 ﾠof	 ﾠDix’s	 ﾠlife	 ﾠ
from	 ﾠyouth	 ﾠ(eighteen)	 ﾠthrough	 ﾠto	 ﾠhis	 ﾠdeath	 ﾠand	 ﾠBröhan	 ﾠprovides	 ﾠa	 ﾠshort	 ﾠbut	 ﾠ
insightful	 ﾠ version	 ﾠ of	 ﾠ the	 ﾠ same.	 ﾠ In	 ﾠ contrast,	 ﾠ Teissier	 ﾠ (2010)	 ﾠ provides	 ﾠ an	 ﾠ	 ﾠ 52	 ﾠ
interesting	 ﾠ account	 ﾠ in	 ﾠ Otto	 ﾠ Dix:	 ﾠ Letters	 ﾠ et	 ﾠ Dessins	 ﾠ (Otto	 ﾠ Dix:	 ﾠ Letters	 ﾠ and	 ﾠ
Drawings)	 ﾠ that	 ﾠ includes	 ﾠ a	 ﾠ series	 ﾠ of	 ﾠ letters	 ﾠ Dix	 ﾠ wrote	 ﾠ to,	 ﾠ amongst	 ﾠ other,	 ﾠ his	 ﾠ
beloved	 ﾠ(and	 ﾠlater	 ﾠwife)	 ﾠMartha	 ﾠfrom	 ﾠ1921	 ﾠonwards.	 ﾠLike	 ﾠthe	 ﾠothers	 ﾠGutbrod	 ﾠ
(2010)	 ﾠalso	 ﾠshies	 ﾠaway	 ﾠfrom	 ﾠexploring	 ﾠthe	 ﾠmaternal	 ﾠand	 ﾠpaternal	 ﾠinfluences	 ﾠon	 ﾠ
Dix’s	 ﾠ work,	 ﾠ perhaps	 ﾠ by	 ﾠ reason	 ﾠ of	 ﾠ originality	 ﾠ (discussed	 ﾠ anon),	 ﾠ Löffler	 ﾠ (1960)	 ﾠ
however	 ﾠ is	 ﾠ not	 ﾠ so	 ﾠ reluctant	 ﾠ in	 ﾠ suggesting	 ﾠ that	 ﾠ Dix’s	 ﾠ Saxon-ﾭ‐Thuringian	 ﾠ roots	 ﾠ
reveal	 ﾠthe	 ﾠorigins	 ﾠof	 ﾠhis	 ﾠart	 ﾠwithout	 ﾠwhich	 ﾠ
	 ﾠ
[some	 ﾠ knowledge	 ﾠ of	 ﾠ Dix’s]	 ﾠ …	 ﾠ Saxon-ﾭ‐Thuringian	 ﾠ background	 ﾠ …	 ﾠ the	 ﾠ
origins	 ﾠof	 ﾠhis	 ﾠart	 ﾠcan	 ﾠnever	 ﾠbe	 ﾠunderstood	 ﾠ(Löffler	 ﾠ1960,	 ﾠp.7).	 ﾠ	 ﾠ
	 ﾠ
Examples	 ﾠof	 ﾠthis	 ﾠinclude	 ﾠhis	 ﾠmother	 ﾠLouise	 ﾠDix’s	 ﾠlove	 ﾠfor	 ﾠmusic	 ﾠand	 ﾠpoetry,	 ﾠher	 ﾠ
artist	 ﾠ nephew	 ﾠ Fritz	 ﾠ Amman.	 ﾠ Unfortunately	 ﾠ Löffler	 ﾠ does	 ﾠ not	 ﾠ discuss	 ﾠ these	 ﾠ
adequately,	 ﾠlike	 ﾠGutbrod	 ﾠ(2010)	 ﾠthis	 ﾠpart	 ﾠof	 ﾠDix’s	 ﾠlife	 ﾠis	 ﾠmarginalised	 ﾠthrough	 ﾠ
context-ﾭ‐focus.	 ﾠFurther	 ﾠLöffler	 ﾠdoes	 ﾠnot	 ﾠexplore	 ﾠthe	 ﾠconnection	 ﾠof	 ﾠthese	 ﾠinfluences	 ﾠ
on	 ﾠ Dix	 ﾠ and	 ﾠ his	 ﾠ educational	 ﾠ trajectory,	 ﾠ and	 ﾠ the	 ﾠ strategies	 ﾠ he	 ﾠ used	 ﾠ to	 ﾠ educate	 ﾠ
others.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ contrast,	 ﾠ Gutbrod	 ﾠ (2010)	 ﾠ conveys	 ﾠ a	 ﾠ rather	 ﾠ descriptive	 ﾠ but	 ﾠ interesting	 ﾠ
biographical	 ﾠaccount	 ﾠof	 ﾠDix’s	 ﾠlife	 ﾠwith	 ﾠthe	 ﾠobjective	 ﾠof	 ﾠpresenting	 ﾠDix	 ﾠthroughout	 ﾠ
his	 ﾠ artistic	 ﾠ phases	 ﾠ addressing	 ﾠ the	 ﾠ cultural	 ﾠ environment	 ﾠ and	 ﾠ some	 ﾠ of	 ﾠ the	 ﾠ
historical	 ﾠ factors	 ﾠ affecting	 ﾠ him.	 ﾠ Although	 ﾠ the	 ﾠ data	 ﾠ and	 ﾠ hypothesis	 ﾠ is	 ﾠ well	 ﾠ
informed	 ﾠ it	 ﾠ does	 ﾠ not	 ﾠ fully	 ﾠ consider	 ﾠ how	 ﾠ Dix’s	 ﾠ adolescent	 ﾠ years	 ﾠ affected	 ﾠ his	 ﾠ
educational	 ﾠtrajectory	 ﾠfor	 ﾠexample	 ﾠliving	 ﾠin	 ﾠa	 ﾠmulti-ﾭ‐family	 ﾠhome	 ﾠand	 ﾠhaving	 ﾠa	 ﾠ
father	 ﾠ who	 ﾠ achieved	 ﾠ far	 ﾠ more	 ﾠ than	 ﾠ others	 ﾠ in	 ﾠ a	 ﾠ similar	 ﾠ employment	 ﾠ position	 ﾠ
(Gutbrod	 ﾠ 2010,	 ﾠ p.17).	 ﾠ Further	 ﾠ the	 ﾠ impact	 ﾠ of	 ﾠ this	 ﾠ on	 ﾠ the	 ﾠ artist’s	 ﾠ educational	 ﾠ
development	 ﾠand	 ﾠhow	 ﾠthat	 ﾠaffected	 ﾠhis	 ﾠlater	 ﾠlife	 ﾠand	 ﾠworks	 ﾠis	 ﾠnot	 ﾠconsidered,	 ﾠ
although	 ﾠit	 ﾠis	 ﾠfair	 ﾠto	 ﾠpoint	 ﾠout	 ﾠthat	 ﾠthis	 ﾠwas	 ﾠnot	 ﾠthe	 ﾠfocus	 ﾠof	 ﾠthe	 ﾠwork.	 ﾠIt	 ﾠis	 ﾠobvious	 ﾠ
right	 ﾠfrom	 ﾠthe	 ﾠoutset	 ﾠthat	 ﾠthe	 ﾠintention	 ﾠof	 ﾠthis	 ﾠbiography	 ﾠis	 ﾠto	 ﾠaccount	 ﾠless	 ﾠfor	 ﾠ
Dix’s	 ﾠraison	 ﾠd'être	 ﾠand	 ﾠmore	 ﾠfor	 ﾠhis	 ﾠartistry,	 ﾠinspiration	 ﾠand	 ﾠstyle	 ﾠof	 ﾠpainting	 ﾠ(see	 ﾠ
Gutbrod	 ﾠ2010,	 ﾠpp.20,	 ﾠ53	 ﾠand	 ﾠ57).	 ﾠ	 ﾠ
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In	 ﾠparts	 ﾠGutbrod	 ﾠ(2010)	 ﾠseems	 ﾠto	 ﾠignore	 ﾠthe	 ﾠobvious	 ﾠconnection	 ﾠbetween	 ﾠthe	 ﾠ
opportunities,	 ﾠand	 ﾠoften	 ﾠlack	 ﾠof	 ﾠopportunity,	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠand	 ﾠhow	 ﾠthat	 ﾠaffected	 ﾠ
his	 ﾠ‘working’	 ﾠas	 ﾠan	 ﾠindividual,	 ﾠartist	 ﾠand	 ﾠthe	 ﾠmany	 ﾠother	 ﾠpositions	 ﾠof	 ﾠlife	 ﾠthat	 ﾠhe	 ﾠ
occupied	 ﾠduring	 ﾠhis	 ﾠlifetime.	 ﾠThe	 ﾠterm	 ﾠpositions	 ﾠof	 ﾠlife	 ﾠis	 ﾠpreferred	 ﾠhere	 ﾠover	 ﾠ
other	 ﾠterms	 ﾠto	 ﾠreference	 ﾠthe	 ﾠmany	 ﾠand	 ﾠvaried	 ﾠpositions	 ﾠthat	 ﾠindividuals	 ﾠoccupy	 ﾠ
during	 ﾠtheir	 ﾠlifetime	 ﾠi.e.	 ﾠson,	 ﾠfather,	 ﾠpolitician	 ﾠand	 ﾠgrandfather.	 ﾠExamples	 ﾠof	 ﾠthis	 ﾠ
include	 ﾠ Dix’s	 ﾠ family	 ﾠ not	 ﾠ being	 ﾠ able	 ﾠ to	 ﾠ finance	 ﾠ his	 ﾠ art	 ﾠ studies,	 ﾠ him	 ﾠ securing	 ﾠ a	 ﾠ
conditional	 ﾠscholarship	 ﾠfrom	 ﾠPrince	 ﾠHeinrich	 ﾠXXVIII	 ﾠof	 ﾠReuss	 ﾠ(Heinrich	 ﾠXXVII	 ﾠ
Fürst	 ﾠReuß	 ﾠjüngere	 ﾠLinie)	 ﾠthe	 ﾠlast	 ﾠreigning	 ﾠPrince	 ﾠReuss	 ﾠYounger	 ﾠLine	 ﾠ(1913	 ﾠ–	 ﾠ
1918)	 ﾠand	 ﾠhow	 ﾠthis	 ﾠresulted	 ﾠin	 ﾠDix	 ﾠserving	 ﾠan	 ﾠapprenticeship	 ﾠwith	 ﾠthe	 ﾠMaster	 ﾠ
decorative	 ﾠpainter	 ﾠCarl	 ﾠSenff	 ﾠin	 ﾠGera	 ﾠ(1907	 ﾠ–	 ﾠ1910)	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.20),	 ﾠand	 ﾠ
Dix	 ﾠattending	 ﾠthe	 ﾠDresden	 ﾠSchool	 ﾠof	 ﾠArts	 ﾠand	 ﾠCrafts	 ﾠrather	 ﾠthan	 ﾠthe	 ﾠDresden	 ﾠ
Academy	 ﾠof	 ﾠArt	 ﾠ(Gutbrod	 ﾠ2001,	 ﾠp.21).	 ﾠ	 ﾠ
	 ﾠ
Furthermore,	 ﾠGutbrod’s	 ﾠ(2010,	 ﾠp.20)	 ﾠinterpretation	 ﾠof	 ﾠMaster	 ﾠSenff’s	 ﾠcomments	 ﾠ
to	 ﾠDix,	 ﾠwhere	 ﾠhe	 ﾠsuggests	 ﾠthat	 ﾠDix	 ﾠbuy	 ﾠa	 ﾠvelvet	 ﾠjacket,	 ﾠa	 ﾠdachshund	 ﾠand	 ﾠbecome	 ﾠ
an	 ﾠ ‘artiste’	 ﾠ are	 ﾠ subjectively-ﾭ‐emotive.	 ﾠ Senff	 ﾠ was	 ﾠ a	 ﾠ Master	 ﾠ decorative	 ﾠ painter	 ﾠ
belonging	 ﾠto	 ﾠa	 ﾠprofession	 ﾠproducing	 ﾠart	 ﾠto	 ﾠoccupy	 ﾠfunctional	 ﾠand	 ﾠnon-ﾭ‐functional	 ﾠ
spaces,	 ﾠ traditionally	 ﾠ folk	 ﾠ art,	 ﾠ focusing	 ﾠ on	 ﾠ craftsmanship	 ﾠ and	 ﾠ discipline	 ﾠ rather	 ﾠ
than	 ﾠself-ﾭ‐expression.	 ﾠThus,	 ﾠreal	 ﾠart	 ﾠto	 ﾠSenff	 ﾠwould	 ﾠhave	 ﾠbeen	 ﾠdecorative	 ﾠpainting,	 ﾠ
perhaps	 ﾠsomething	 ﾠthe	 ﾠMaster	 ﾠsensed	 ﾠDix	 ﾠwas	 ﾠnot	 ﾠcommitted	 ﾠand	 ﾠsuited	 ﾠto.	 ﾠ	 ﾠIn	 ﾠ
addition,	 ﾠ Senff’s	 ﾠ comments	 ﾠ may	 ﾠ be	 ﾠ imbued	 ﾠ with	 ﾠ ego	 ﾠ perhaps	 ﾠ because	 ﾠ his	 ﾠ
profession	 ﾠwas	 ﾠnot	 ﾠgiven	 ﾠthe	 ﾠcredence	 ﾠit,	 ﾠin	 ﾠhis	 ﾠopinion,	 ﾠdeserved.	 ﾠDecorative	 ﾠ
painting,	 ﾠ although	 ﾠ highly	 ﾠ respected,	 ﾠ was	 ﾠ not	 ﾠ necessarily	 ﾠ perceived	 ﾠ as	 ﾠ being	 ﾠ
glamorous	 ﾠinstead	 ﾠit	 ﾠwas	 ﾠfinancially	 ﾠstable,	 ﾠsecure	 ﾠand	 ﾠprobably	 ﾠless	 ﾠrewarding	 ﾠ
in	 ﾠ terms	 ﾠ of	 ﾠ accolade.	 ﾠ As	 ﾠ a	 ﾠ result	 ﾠ Gutbrod	 ﾠ (2010,	 ﾠ p.20)	 ﾠ does	 ﾠ not	 ﾠ present	 ﾠ a	 ﾠ
contextualised	 ﾠaccount	 ﾠof	 ﾠthe	 ﾠstudent-ﾭ‐teacher	 ﾠrelationship.	 ﾠ	 ﾠ
	 ﾠ
Further	 ﾠquestions	 ﾠthat	 ﾠarise	 ﾠfrom	 ﾠthis	 ﾠwork	 ﾠcentre	 ﾠon	 ﾠDix’s	 ﾠfascination	 ﾠfor	 ﾠthe	 ﾠ
explicit	 ﾠform	 ﾠincluding	 ﾠinnocence,	 ﾠmurder	 ﾠand	 ﾠsex	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigures	 ﾠ7,	 ﾠ8	 ﾠ
and	 ﾠ9)	 ﾠand	 ﾠsubconscious	 ﾠrepresentation	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ2).	 ﾠThese	 ﾠare	 ﾠ
amongst	 ﾠsome	 ﾠof	 ﾠthe	 ﾠthemes	 ﾠthat	 ﾠChapter	 ﾠfour	 ﾠexplores,	 ﾠdevelops	 ﾠfurther	 ﾠand	 ﾠ
relates	 ﾠto	 ﾠthe	 ﾠdevelopment	 ﾠof	 ﾠeducative	 ﾠthought	 ﾠto	 ﾠDix’s	 ﾠsituatednesses.	 ﾠTo	 ﾠthis	 ﾠ	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endeavour	 ﾠ reference	 ﾠ will	 ﾠ also	 ﾠ be	 ﾠ made	 ﾠ to	 ﾠ other	 ﾠ sources	 ﾠ of	 ﾠ data	 ﾠ including	 ﾠ
extracts	 ﾠfrom	 ﾠDix’s	 ﾠWar	 ﾠDiary	 ﾠ(obtained	 ﾠfrom	 ﾠthe	 ﾠGalerie	 ﾠAlbstadt,	 ﾠGermany)	 ﾠbut	 ﾠ
only	 ﾠcontains	 ﾠfew	 ﾠreflective	 ﾠremarks	 ﾠ(see	 ﾠgenerally:	 ﾠSchubert	 ﾠ1980),	 ﾠ(private)	 ﾠ
and	 ﾠ letters	 ﾠ (private	 ﾠ and	 ﾠ public)	 ﾠ authenticated	 ﾠ and	 ﾠ published	 ﾠ by	 ﾠ the	 ﾠ Otto	 ﾠ Dix	 ﾠ
Stiftung	 ﾠ(Foundation,	 ﾠwww.otto-ﾭ‐dix.de),	 ﾠthe	 ﾠdocumentary	 ﾠOtto	 ﾠDix:	 ﾠThe	 ﾠPainter	 ﾠis	 ﾠ
the	 ﾠ Eyes	 ﾠ of	 ﾠ the	 ﾠ World	 ﾠ (1996),	 ﾠ the	 ﾠ catalogue	 ﾠ accompanying	 ﾠ the	 ﾠ Kunstmuseum	 ﾠ
Stuttgart	 ﾠexhibition	 ﾠin	 ﾠ2007	 ﾠon	 ﾠDix’s	 ﾠwork	 ﾠtitled	 ﾠGetroffen.	 ﾠOtto	 ﾠDix	 ﾠund	 ﾠdie	 ﾠKunst	 ﾠ
des	 ﾠ Porträts	 ﾠ (Taken:	 ﾠ Otto	 ﾠ Dix	 ﾠ and	 ﾠ the	 ﾠ Art	 ﾠ of	 ﾠ Portraiture)	 ﾠ by	 ﾠ Ackermann	 ﾠ and	 ﾠ
Spanke	 ﾠ(2009),	 ﾠand	 ﾠthe	 ﾠfollowing,	 ﾠamongst	 ﾠother,	 ﾠtextbooks;	 ﾠArtists	 ﾠfor	 ﾠthe	 ﾠReich:	 ﾠ
Culture,	 ﾠ Weimar	 ﾠ Culture:	 ﾠ The	 ﾠ Outsider	 ﾠ as	 ﾠ Insider	 ﾠ (Gay	 ﾠ 1968)	 ﾠ and	 ﾠ Race	 ﾠ from	 ﾠ
Weimar	 ﾠto	 ﾠNazi	 ﾠGermany	 ﾠ(Clinefelter	 ﾠ2005)	 ﾠand	 ﾠOtto	 ﾠDix	 ﾠ(Peters	 ﾠ2010).	 ﾠGerman	 ﾠ
literature	 ﾠon	 ﾠDix	 ﾠis	 ﾠfar	 ﾠmore	 ﾠextensive	 ﾠthan	 ﾠthat	 ﾠavailable	 ﾠin	 ﾠEnglish	 ﾠmuch	 ﾠof	 ﾠ
which	 ﾠis	 ﾠutilised	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠ–	 ﾠother	 ﾠnotable	 ﾠdata	 ﾠsources	 ﾠthat	 ﾠare	 ﾠnot	 ﾠutilised	 ﾠ
mainly	 ﾠbecause	 ﾠof	 ﾠtheir	 ﾠirrelevancy	 ﾠto	 ﾠthe	 ﾠfocus	 ﾠof	 ﾠthis	 ﾠwork,	 ﾠalthough	 ﾠthey	 ﾠwere	 ﾠ
explored,	 ﾠ include	 ﾠ the	 ﾠ audio	 ﾠ book:	 ﾠ Otto	 ﾠ Dix.	 ﾠ Ich	 ﾠ folge	 ﾠ lieber	 ﾠ meinem	 ﾠ Dämon:	 ﾠ
Orginaltonaufnahmen	 ﾠ(Otto	 ﾠDix.	 ﾠI	 ﾠfollow	 ﾠmy	 ﾠdear	 ﾠDemon:	 ﾠOriginal	 ﾠrecordings)	 ﾠby	 ﾠ
Eikmeyer	 ﾠet	 ﾠal	 ﾠ(2009)	 ﾠwhich	 ﾠis	 ﾠin	 ﾠshort	 ﾠan	 ﾠaudio	 ﾠbook	 ﾠof	 ﾠradio	 ﾠextracts	 ﾠof	 ﾠDix	 ﾠ
from	 ﾠthe	 ﾠsecond	 ﾠworld	 ﾠwar	 ﾠuntil	 ﾠthe	 ﾠtime	 ﾠof	 ﾠhis	 ﾠdemise.	 ﾠ	 ﾠ
	 ﾠ
These	 ﾠare	 ﾠsome	 ﾠof	 ﾠthemes	 ﾠthat	 ﾠwill	 ﾠbe	 ﾠexplored	 ﾠin	 ﾠChapter	 ﾠfour	 ﾠconnecting	 ﾠthe	 ﾠ
epochal	 ﾠeducative	 ﾠwith	 ﾠDix’s	 ﾠdevelopment,	 ﾠthe	 ﾠsituatednesses	 ﾠof	 ﾠthe	 ﾠtime	 ﾠ(social,	 ﾠ
personal	 ﾠand	 ﾠpolitical)	 ﾠand	 ﾠhis	 ﾠwork	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ6).	 ﾠThis	 ﾠwill	 ﾠbe	 ﾠ
examined	 ﾠ using	 ﾠ a	 ﾠ range	 ﾠ of	 ﾠ approaches	 ﾠ including	 ﾠ the	 ﾠ social-ﾭ‐semiotic	 ﾠ and	 ﾠ
iconographic	 ﾠ(discussed	 ﾠanon).	 ﾠ
	 ﾠ
It	 ﾠshould	 ﾠbe	 ﾠnoted	 ﾠthat	 ﾠthe	 ﾠOtto	 ﾠDix	 ﾠStiftung	 ﾠ(Foundation)	 ﾠwas	 ﾠset-ﾭ‐up	 ﾠby	 ﾠMartha	 ﾠ
Dix	 ﾠ (the	 ﾠ widow	 ﾠ of	 ﾠ the	 ﾠ artist)	 ﾠ in	 ﾠ 1983	 ﾠ with	 ﾠ the	 ﾠ purpose	 ﾠ of	 ﾠ preserving	 ﾠ the	 ﾠ
copyrights	 ﾠand	 ﾠmanagement	 ﾠof	 ﾠthe	 ﾠarchive	 ﾠand	 ﾠextensive	 ﾠcollection	 ﾠof	 ﾠevidence.	 ﾠ
The	 ﾠ Foundation	 ﾠ has	 ﾠ connection	 ﾠ with	 ﾠ eminent	 ﾠ scholars	 ﾠ on	 ﾠ Dix	 ﾠ including	 ﾠ
Professor	 ﾠDr.	 ﾠRainer	 ﾠBeck,	 ﾠDr.	 ﾠSuse	 ﾠPfäffle	 ﾠand	 ﾠDr.	 ﾠUlrike	 ﾠLorenz,	 ﾠhence	 ﾠthere	 ﾠis	 ﾠ
little	 ﾠquestion	 ﾠas	 ﾠto	 ﾠits	 ﾠauthenticity.	 ﾠ	 ﾠ
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The	 ﾠthree	 ﾠnotable	 ﾠmovements	 ﾠand	 ﾠstyles	 ﾠin	 ﾠwhich	 ﾠDix’s	 ﾠwork	 ﾠwas	 ﾠfirmly	 ﾠlocated,	 ﾠ
namely:	 ﾠDada,	 ﾠNeue	 ﾠSachlichkeit	 ﾠand	 ﾠVerism,	 ﾠand	 ﾠFuturism.	 ﾠThe	 ﾠmost	 ﾠnotorious	 ﾠ
of	 ﾠhis	 ﾠartwork	 ﾠwas	 ﾠproduced	 ﾠduring	 ﾠthe	 ﾠartists	 ﾠNeue	 ﾠSachlichkeit	 ﾠphase	 ﾠin	 ﾠthe	 ﾠ
verist	 ﾠstyle	 ﾠand	 ﾠtherefore	 ﾠthe	 ﾠother	 ﾠtwo	 ﾠare	 ﾠnot	 ﾠdiscussed	 ﾠhere	 ﾠsave	 ﾠin	 ﾠmention,	 ﾠ
however	 ﾠthese	 ﾠare	 ﾠfully	 ﾠdiscussed	 ﾠin	 ﾠChapter	 ﾠfour.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Verism,	 ﾠ as	 ﾠ an	 ﾠ art	 ﾠ style,	 ﾠ had	 ﾠ an	 ﾠ activist	 ﾠ quality	 ﾠ and	 ﾠ the	 ﾠ political	 ﾠ and	 ﾠ social	 ﾠ
militancy	 ﾠof	 ﾠthe	 ﾠworks,	 ﾠand	 ﾠlife,	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠis	 ﾠclearly	 ﾠapparent.	 ﾠThe	 ﾠterm	 ﾠderived	 ﾠ
from	 ﾠthe	 ﾠLatin	 ﾠversus	 ﾠthat	 ﾠmeans	 ﾠtrue,	 ﾠand	 ﾠthe	 ﾠstyle	 ﾠwas	 ﾠfirmly	 ﾠlocated	 ﾠwithin	 ﾠthe	 ﾠ
Neue	 ﾠSachlichkeit	 ﾠ(New	 ﾠObjectivity)	 ﾠart	 ﾠmovement.	 ﾠIt	 ﾠwas	 ﾠa	 ﾠform	 ﾠof	 ﾠrealism	 ﾠthat	 ﾠ
sought	 ﾠto	 ﾠembrace	 ﾠreality	 ﾠand	 ﾠmuch	 ﾠof	 ﾠthis	 ﾠwork	 ﾠcan	 ﾠbe	 ﾠregarded	 ﾠas	 ﾠvulgar,	 ﾠ
unconventionally	 ﾠbeautiful	 ﾠor	 ﾠaesthetically	 ﾠpleasing	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigures	 ﾠ1	 ﾠ
and	 ﾠ2).	 ﾠArtists	 ﾠwithin	 ﾠthe	 ﾠNeue	 ﾠSachlichkeit	 ﾠ(New	 ﾠObjectivity)	 ﾠcan	 ﾠbe	 ﾠdefined	 ﾠas	 ﾠ
either	 ﾠ verists	 ﾠ (as	 ﾠ above)	 ﾠ or	 ﾠ magical	 ﾠ realists	 ﾠ (classically-ﾭ‐
orientated/classicists/neo-ﾭ‐classicists).	 ﾠThe	 ﾠstyle	 ﾠrejected,	 ﾠamongst	 ﾠother	 ﾠthings,	 ﾠ
the	 ﾠheroic	 ﾠand	 ﾠthe	 ﾠlegendary.	 ﾠWhat	 ﾠis	 ﾠparticularly	 ﾠstrange	 ﾠabout	 ﾠthis	 ﾠmovement	 ﾠ
is	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠit	 ﾠwas	 ﾠnurtured	 ﾠby	 ﾠthe	 ﾠBerlin	 ﾠmetropolis	 ﾠduring	 ﾠthe	 ﾠ1920’s	 ﾠwhere	 ﾠ
	 ﾠ
the	 ﾠfree	 ﾠand	 ﾠapplied	 ﾠarts	 ﾠ[were]	 ﾠoutstripping	 ﾠParis	 ﾠand	 ﾠLondon	 ﾠfor	 ﾠ
more	 ﾠthan	 ﾠa	 ﾠdecade	 ﾠ(Staatliche	 ﾠMuseum	 ﾠ1974,	 ﾠp177	 ﾠin	 ﾠMichalski	 ﾠ1994,	 ﾠ
p.23).	 ﾠ	 ﾠ
	 ﾠ
Verism	 ﾠbecame	 ﾠthe	 ﾠdefining	 ﾠart	 ﾠstyle	 ﾠfor	 ﾠthe	 ﾠWeimer	 ﾠRepublic	 ﾠwhere	 ﾠartists	 ﾠ
such	 ﾠas	 ﾠOtto	 ﾠDix	 ﾠexpressed	 ﾠand	 ﾠexposed	 ﾠtheir	 ﾠexperiences	 ﾠas	 ﾠa	 ﾠform	 ﾠof	 ﾠsocial	 ﾠ
criticism	 ﾠof	 ﾠbourgeois	 ﾠculture,	 ﾠand	 ﾠthe	 ﾠFirst	 ﾠand	 ﾠSecond	 ﾠWorld	 ﾠWars	 ﾠthrough	 ﾠ
their	 ﾠworks	 ﾠof	 ﾠart.	 ﾠIt	 ﾠcan	 ﾠbe	 ﾠstated	 ﾠthat	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠtheir	 ﾠartwork	 ﾠand	 ﾠstyles	 ﾠ
expressed	 ﾠitself	 ﾠthrough	 ﾠtheir	 ﾠexperiences.	 ﾠThe	 ﾠresult	 ﾠof	 ﾠthis	 ﾠwas	 ﾠto	 ﾠsmash	 ﾠthe	 ﾠ
imaginary	 ﾠutopian	 ﾠworlds	 ﾠcreated	 ﾠby	 ﾠexpressionism	 ﾠthat	 ﾠdistorted	 ﾠreality	 ﾠwhere	 ﾠ
subjugation	 ﾠ acted	 ﾠ as	 ﾠ a	 ﾠ conduit	 ﾠ through	 ﾠ which	 ﾠ the	 ﾠ inner-ﾭ‐self	 ﾠ could	 ﾠ be	 ﾠ
communicated.	 ﾠ Verist	 ﾠ works	 ﾠ are	 ﾠ notably	 ﾠ distinguishable	 ﾠ because	 ﾠ of	 ﾠ the	 ﾠ
meticulousness	 ﾠ in	 ﾠ detail	 ﾠ that	 ﾠ captured	 ﾠ ontological	 ﾠ reality	 ﾠ in	 ﾠ a	 ﾠ way	 ﾠ that	 ﾠ is	 ﾠ
discernibly	 ﾠdetached	 ﾠand	 ﾠoften	 ﾠcontrasted	 ﾠby	 ﾠthe	 ﾠcircumstances	 ﾠof	 ﾠexistence	 ﾠfor	 ﾠ
example	 ﾠculture,	 ﾠsocio-ﾭ‐economics,	 ﾠmorality,	 ﾠpolitics,	 ﾠrevolution	 ﾠand	 ﾠsexuality.	 ﾠ	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 ﾠ
Dada	 ﾠwas	 ﾠa	 ﾠEuropean	 ﾠmovement	 ﾠin	 ﾠart	 ﾠand	 ﾠliterature	 ﾠin	 ﾠ1916	 ﾠ–	 ﾠ1923	 ﾠthat	 ﾠflouted	 ﾠ
traditional	 ﾠaesthetic	 ﾠand	 ﾠculture	 ﾠadopting,	 ﾠamongst	 ﾠother	 ﾠthings,	 ﾠnonsense	 ﾠand	 ﾠ
travesty.	 ﾠAlthough	 ﾠthere	 ﾠwas	 ﾠvariation	 ﾠin	 ﾠthe	 ﾠart	 ﾠproduced	 ﾠby	 ﾠthe	 ﾠDadaists	 ﾠthe	 ﾠ
Dadaist	 ﾠmovements	 ﾠin	 ﾠBerlin,	 ﾠParis	 ﾠand	 ﾠZürich	 ﾠsubscribed	 ﾠto	 ﾠthe	 ﾠethos	 ﾠthat	 ﾠsocial	 ﾠ
and	 ﾠpolitical	 ﾠradicalism	 ﾠshould	 ﾠbe	 ﾠbound	 ﾠup	 ﾠwith	 ﾠartistic	 ﾠinnovation	 ﾠ(Hopkins	 ﾠ
2004,	 ﾠ p.3)	 ﾠ which	 ﾠ is	 ﾠ why	 ﾠ the	 ﾠ Cabaret	 ﾠ Voltaire	 ﾠ suggested,	 ﾠ in	 ﾠ Ball’s	 ﾠ view,	 ﾠ that	 ﾠ
humanity	 ﾠ required	 ﾠ liberation	 ﾠ by	 ﾠ mankind	 ﾠ from	 ﾠ the	 ﾠ shackles	 ﾠ of	 ﾠ religion	 ﾠ (see	 ﾠ
Lewer	 ﾠ2009,	 ﾠp.19	 ﾠ–	 ﾠ20).	 ﾠHence,	 ﾠthe	 ﾠbirthplace	 ﾠof	 ﾠthe	 ﾠDada	 ﾠmovement	 ﾠis	 ﾠoften	 ﾠ
attributed	 ﾠto	 ﾠthe	 ﾠCabaret	 ﾠVoltaire	 ﾠeven	 ﾠthough	 ﾠBall	 ﾠhimself	 ﾠleft	 ﾠthe	 ﾠmovement	 ﾠ
circa	 ﾠAugust	 ﾠ1916	 ﾠand	 ﾠonly	 ﾠreturned	 ﾠto	 ﾠthis	 ﾠsymbiotic	 ﾠrelationship	 ﾠfor	 ﾠanother	 ﾠ
year	 ﾠ on	 ﾠ the	 ﾠ persuasion	 ﾠ of	 ﾠ Tristan	 ﾠ Tzara	 ﾠ (1896	 ﾠ –	 ﾠ 1963)	 ﾠ a	 ﾠ Franco-ﾭ‐Romanian	 ﾠ
writer	 ﾠ and	 ﾠ performer.	 ﾠ Tzara	 ﾠ himself	 ﾠ had	 ﾠ written	 ﾠ the	 ﾠ first	 ﾠ Dada	 ﾠ texts	 ﾠ and	 ﾠ
manifestos;	 ﾠ La	 ﾠ Première	 ﾠ Aventure	 ﾠ céleste	 ﾠ de	 ﾠ Monsieur	 ﾠ Antipyrine	 ﾠ (The	 ﾠ First	 ﾠ
Heavenly	 ﾠAdventure	 ﾠof	 ﾠMr.	 ﾠAntipyrine)	 ﾠin	 ﾠ1916,	 ﾠVingt-ﾭ‐cinq	 ﾠpoèmes	 ﾠ(Twenty-ﾭ‐Five	 ﾠ
Poems)	 ﾠin	 ﾠ1918	 ﾠand	 ﾠSept	 ﾠManifestes	 ﾠDada	 ﾠ(Seven	 ﾠDada	 ﾠManifestos)	 ﾠin	 ﾠ1924.	 ﾠHe	 ﾠ
too	 ﾠ was	 ﾠ essentially	 ﾠ an	 ﾠ anti-ﾭ‐bourgeois	 ﾠ nihilist	 ﾠ and	 ﾠ revolutionary	 ﾠ seeking	 ﾠ to	 ﾠ
repudiate	 ﾠ bourgeois	 ﾠ morals	 ﾠ and	 ﾠ values,	 ﾠ and	 ﾠ religion	 ﾠ with	 ﾠ its	 ﾠ accompanying	 ﾠ
theories	 ﾠas	 ﾠbaseless,	 ﾠand	 ﾠthat	 ﾠfuture	 ﾠimprovement	 ﾠrequired	 ﾠthe	 ﾠdestruction	 ﾠof	 ﾠ
existing	 ﾠcultural,	 ﾠpolitical	 ﾠand	 ﾠsocial	 ﾠsystems.	 ﾠIn	 ﾠ1929	 ﾠTzara	 ﾠleft	 ﾠDadaism	 ﾠand	 ﾠ
joined	 ﾠthe	 ﾠSurrealists	 ﾠwho	 ﾠsought	 ﾠto	 ﾠexpress	 ﾠthe	 ﾠworkings	 ﾠof	 ﾠthe	 ﾠsubconscious	 ﾠ
through	 ﾠweird	 ﾠand	 ﾠwonderful	 ﾠimagery	 ﾠand	 ﾠeffect	 ﾠa	 ﾠchange	 ﾠin	 ﾠthe	 ﾠlife	 ﾠof	 ﾠthose	 ﾠ
consuming	 ﾠtheir	 ﾠart	 ﾠ–	 ﾠit	 ﾠshould	 ﾠbe	 ﾠnoted	 ﾠthat	 ﾠthe	 ﾠDadaist	 ﾠmessage	 ﾠwas	 ﾠone	 ﾠof	 ﾠ
social	 ﾠcriticism	 ﾠwhereas	 ﾠthe	 ﾠsurrealist	 ﾠwork	 ﾠwas	 ﾠindividualistic.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠDadaists	 ﾠsought	 ﾠto	 ﾠeducate	 ﾠpeople	 ﾠso	 ﾠas	 ﾠto	 ﾠmake	 ﾠthem	 ﾠsee	 ﾠand	 ﾠexperience	 ﾠ
things	 ﾠdifferently.	 ﾠThe	 ﾠstyle	 ﾠadopted	 ﾠowes	 ﾠits	 ﾠorigin	 ﾠto	 ﾠthree	 ﾠmain	 ﾠart	 ﾠmovements	 ﾠ
namely;	 ﾠCubism	 ﾠa	 ﾠtwentieth	 ﾠcentury	 ﾠParisian	 ﾠart	 ﾠmovement	 ﾠthat	 ﾠfragmented	 ﾠand	 ﾠ
reduced	 ﾠthe	 ﾠform	 ﾠof	 ﾠnatural	 ﾠobjects	 ﾠto	 ﾠthe	 ﾠabstract,	 ﾠExpressionism	 ﾠoriginally	 ﾠa	 ﾠ
German	 ﾠ literary	 ﾠ movement	 ﾠ circa	 ﾠ 1910	 ﾠ which	 ﾠ focussed	 ﾠ on	 ﾠ emphasising	 ﾠ the	 ﾠ
subjective	 ﾠexpression	 ﾠof	 ﾠthe	 ﾠartist’s	 ﾠinner	 ﾠexperience,	 ﾠand	 ﾠFuturism	 ﾠan	 ﾠItalian	 ﾠart	 ﾠ
and	 ﾠsocial	 ﾠmovement	 ﾠoriginating	 ﾠin	 ﾠthe	 ﾠtwentieth	 ﾠcentury	 ﾠin	 ﾠItaly	 ﾠwith	 ﾠparallel	 ﾠ
movements	 ﾠin	 ﾠEngland	 ﾠand	 ﾠRussia	 ﾠwhich	 ﾠexpressed	 ﾠthe	 ﾠdynamic,	 ﾠenergetic	 ﾠand	 ﾠ	 ﾠ 57	 ﾠ
often	 ﾠ violent	 ﾠ elements	 ﾠ of	 ﾠ contemporary	 ﾠ life	 ﾠ especially	 ﾠ in	 ﾠ the	 ﾠ form	 ﾠ of	 ﾠ
mechanisation	 ﾠ(machinery)	 ﾠand	 ﾠthe	 ﾠart	 ﾠof	 ﾠthe	 ﾠParisian	 ﾠDadaist	 ﾠFrancis	 ﾠPicabia	 ﾠ
(1879	 ﾠ–	 ﾠ1953)	 ﾠa	 ﾠFrench	 ﾠpainter,	 ﾠillustrator,	 ﾠwriter	 ﾠand	 ﾠeditor	 ﾠalso	 ﾠinvolved	 ﾠin	 ﾠthe	 ﾠ
Cubist	 ﾠand	 ﾠSurrealist	 ﾠart	 ﾠmovements.	 ﾠ	 ﾠ
	 ﾠ
Employing	 ﾠa	 ﾠnarrative	 ﾠ(quasi-ﾭ‐philological)	 ﾠapproach	 ﾠto	 ﾠresearch	 ﾠraises	 ﾠa	 ﾠnumber	 ﾠ
of	 ﾠvalidity	 ﾠissues	 ﾠand	 ﾠalthough	 ﾠthe	 ﾠin-ﾭ‐depth	 ﾠand	 ﾠeffective	 ﾠresponse	 ﾠto	 ﾠthese	 ﾠis	 ﾠ
discussed	 ﾠin	 ﾠChapter	 ﾠthree	 ﾠthey	 ﾠare	 ﾠpresented	 ﾠhere	 ﾠwith	 ﾠthe	 ﾠrelevant	 ﾠdata	 ﾠthat	 ﾠ
will	 ﾠ be	 ﾠ used	 ﾠ to	 ﾠ formulate	 ﾠ the	 ﾠ reply.	 ﾠ The	 ﾠ narrative	 ﾠ research	 ﾠ approach	 ﾠ raises,	 ﾠ
amongst	 ﾠother	 ﾠthings,	 ﾠissues	 ﾠin	 ﾠterms	 ﾠof	 ﾠscientific	 ﾠvalidity	 ﾠ(rigour)	 ﾠand	 ﾠtruth.	 ﾠ
These	 ﾠ issues	 ﾠ are	 ﾠ important	 ﾠ when	 ﾠ investigating	 ﾠ the	 ﾠ educative.	 ﾠ Riessman’s	 ﾠ
seminal	 ﾠ work,	 ﾠ and	 ﾠ there	 ﾠ are	 ﾠ many	 ﾠ contemporary	 ﾠ reassertions	 ﾠ of	 ﾠ the	 ﾠ same,	 ﾠ
points	 ﾠout	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
there	 ﾠ is	 ﾠ no	 ﾠ canonical	 ﾠ validation	 ﾠ to	 ﾠ interpretative	 ﾠ work,	 ﾠ no	 ﾠ recipes	 ﾠ
[and]	 ﾠno	 ﾠformulas	 ﾠ(Riessman	 ﾠ2002,	 ﾠp.695	 ﾠ–	 ﾠ710).	 ﾠ	 ﾠ
	 ﾠ
Although	 ﾠthis	 ﾠis	 ﾠpositive	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠlife-ﾭ‐narratives	 ﾠontological	 ﾠrichness	 ﾠas	 ﾠ
being	 ﾠa	 ﾠtruthful	 ﾠaccount	 ﾠof	 ﾠhuman	 ﾠexistence	 ﾠand	 ﾠthe	 ﾠeducational	 ﾠtrajectory,	 ﾠthe	 ﾠ
same	 ﾠ undermines	 ﾠ its	 ﾠ perceived	 ﾠ ‘scientific’	 ﾠ validity.	 ﾠ As	 ﾠ a	 ﾠ result,	 ﾠ it	 ﾠ was	 ﾠ almost	 ﾠ
automatically	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠless	 ﾠrelevant	 ﾠin	 ﾠexploring	 ﾠcontemporary	 ﾠnotions	 ﾠ
of	 ﾠthe	 ﾠeducative	 ﾠ(see	 ﾠsupra	 ﾠp.81	 ﾠand	 ﾠgenerally	 ﾠRoberts	 ﾠ2002,	 ﾠp.4).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠscientific	 ﾠvalidity	 ﾠof	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠcan	 ﾠbe	 ﾠfurther	 ﾠimpeded	 ﾠ
by	 ﾠthe	 ﾠbiography	 ﾠof	 ﾠthe	 ﾠresearcher	 ﾠand	 ﾠobvious	 ﾠmethodological	 ﾠissues	 ﾠsuch	 ﾠas	 ﾠ
verification.	 ﾠThis	 ﾠis	 ﾠthe	 ﾠposition	 ﾠof	 ﾠthe	 ﾠhuman	 ﾠsciences,	 ﾠan	 ﾠact	 ﾠin	 ﾠjustification	 ﾠfor	 ﾠ
the	 ﾠ refusal	 ﾠ to	 ﾠ engage	 ﾠ with	 ﾠ narrative	 ﾠ research	 ﾠ as	 ﾠ a	 ﾠ natural	 ﾠ science.	 ﾠ Riessman	 ﾠ
admits	 ﾠthat	 ﾠher	 ﾠpersonal	 ﾠnarrative	 ﾠis	 ﾠimplicated	 ﾠbecause	 ﾠshe	 ﾠtoo	 ﾠhas	 ﾠ	 ﾠ
	 ﾠ
a	 ﾠpoint	 ﾠof	 ﾠview,	 ﾠand	 ﾠa	 ﾠnetwork	 ﾠof	 ﾠrelationships	 ﾠthat	 ﾠinfluences	 ﾠthe	 ﾠ
ideas	 ﾠpresented	 ﾠ(Riessman	 ﾠ1993:	 ﾠvii).	 ﾠ	 ﾠ
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Thus,	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ visual	 ﾠ analysis,	 ﾠ the	 ﾠ biography	 ﾠ of	 ﾠ the	 ﾠ painter	 ﾠ undoubtedly	 ﾠ
affects	 ﾠthe	 ﾠwork	 ﾠproduced	 ﾠ(see	 ﾠgenerally	 ﾠClandinin	 ﾠ&	 ﾠConnolley	 ﾠ2000;	 ﾠRiessman	 ﾠ
1993	 ﾠand	 ﾠappendix	 ﾠone,	 ﾠfigures	 ﾠ9	 ﾠand	 ﾠ10).	 ﾠAdditionally,	 ﾠin	 ﾠnarrative	 ﾠresearch	 ﾠthe	 ﾠ
biography	 ﾠof	 ﾠthe	 ﾠauthor	 ﾠis	 ﾠimplicated.	 ﾠBourdieu	 ﾠdeals	 ﾠwith	 ﾠthis	 ﾠby	 ﾠplacing	 ﾠthe	 ﾠ
researcher	 ﾠ in	 ﾠ the	 ﾠ position	 ﾠ of	 ﾠ the	 ﾠ ‘knowing	 ﾠ subject’	 ﾠ (see	 ﾠ supra	 ﾠ p.89).	 ﾠ Further	 ﾠ
validity	 ﾠ and	 ﾠ verification	 ﾠ through	 ﾠ objectification	 ﾠ rely	 ﾠ heavily	 ﾠ on	 ﾠ realist	 ﾠ
assumptions	 ﾠwhen	 ﾠpresenting	 ﾠthe	 ﾠfamiliar,	 ﾠuniversal	 ﾠor	 ﾠtypical	 ﾠ–	 ﾠthese	 ﾠare	 ﾠoften	 ﾠ
considered	 ﾠ to	 ﾠ be	 ﾠ irrelevant	 ﾠ to	 ﾠ the	 ﾠ biographical	 ﾠ life-ﾭ‐narrative	 ﾠ because	 ﾠ they	 ﾠ
assume	 ﾠa	 ﾠpoint	 ﾠof	 ﾠview	 ﾠrather	 ﾠthan	 ﾠvalidating	 ﾠa	 ﾠhistorical	 ﾠtruth.	 ﾠ	 ﾠIn	 ﾠcontrast	 ﾠto	 ﾠ
other	 ﾠstrategies	 ﾠthis	 ﾠtype	 ﾠof	 ﾠresearch	 ﾠevidences	 ﾠthat	 ﾠindividuals	 ﾠ	 ﾠ
	 ﾠ
construct	 ﾠ very	 ﾠ different	 ﾠ narratives	 ﾠ about	 ﾠ the	 ﾠ same	 ﾠ event	 ﾠ (Chafe	 ﾠ
1980;	 ﾠSchostak	 ﾠ2002,	 ﾠp.3)	 ﾠ
	 ﾠ
Rich	 ﾠ evidence	 ﾠ (data)	 ﾠ can	 ﾠ be	 ﾠ harnessed	 ﾠ from	 ﾠ these	 ﾠ life-ﾭ‐narratives	 ﾠ when	 ﾠ
extrapolated	 ﾠ against	 ﾠ one	 ﾠ another	 ﾠ revealing	 ﾠ themes	 ﾠ that	 ﾠ provide	 ﾠ additional	 ﾠ
context	 ﾠand	 ﾠtherefore	 ﾠmore	 ﾠontologically	 ﾠsound	 ﾠalterative	 ﾠviews	 ﾠof	 ﾠhow	 ﾠa	 ﾠlife	 ﾠ
(see	 ﾠStivers	 ﾠ1993,	 ﾠp.421)	 ﾠexists	 ﾠwithin	 ﾠthe	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠas	 ﾠ
presented	 ﾠin	 ﾠthis	 ﾠstudy.	 ﾠ
	 ﾠ
The	 ﾠimpact	 ﾠon	 ﾠthe	 ﾠlife-ﾭ‐narrative	 ﾠof	 ﾠpast,	 ﾠpresent	 ﾠand	 ﾠfuture	 ﾠpersonal	 ﾠand	 ﾠgeneral	 ﾠ
(or	 ﾠuniversal)	 ﾠexperiences	 ﾠof,	 ﾠamongst	 ﾠother	 ﾠthings,	 ﾠart,	 ﾠculture,	 ﾠliterature,	 ﾠsocio-ﾭ‐
economics,	 ﾠpsychology,	 ﾠpolitics,	 ﾠrelationships	 ﾠ(family	 ﾠand	 ﾠother)	 ﾠand	 ﾠsexuality	 ﾠ
cannot	 ﾠbe	 ﾠremoved	 ﾠbut	 ﾠcan,	 ﾠas	 ﾠthis	 ﾠstudy	 ﾠpostulates,	 ﾠbe	 ﾠaccounted	 ﾠfor	 ﾠwhere	 ﾠit	 ﾠis	 ﾠ
used	 ﾠto	 ﾠcontextually	 ﾠinform	 ﾠthe	 ﾠlife	 ﾠthus	 ﾠproviding	 ﾠan	 ﾠalternative	 ﾠperspective	 ﾠto	 ﾠa	 ﾠ
lived-ﾭ‐life.	 ﾠTherefore,	 ﾠthis	 ﾠstudy	 ﾠis	 ﾠa	 ﾠmeta-ﾭ‐biographical	 ﾠaccount	 ﾠof	 ﾠOtto	 ﾠDix’s	 ﾠlife.	 ﾠ
The	 ﾠ meta-ﾭ‐biography	 ﾠ can	 ﾠ be	 ﾠ defined	 ﾠ as	 ﾠ a	 ﾠ form	 ﾠ of	 ﾠ hermeneutics	 ﾠ because	 ﾠ
biography	 ﾠfacilitates	 ﾠan	 ﾠindividual	 ﾠliving	 ﾠmore	 ﾠthan	 ﾠone	 ﾠlife	 ﾠ(see	 ﾠgenerally	 ﾠShapin	 ﾠ
2006).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠterm	 ﾠmeta-ﾭ‐biography	 ﾠis	 ﾠused	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠto	 ﾠdenote	 ﾠtwo	 ﾠthings.	 ﾠFirst,	 ﾠthe	 ﾠ
meta-ﾭ‐biography	 ﾠis	 ﾠan	 ﾠaccount	 ﾠof	 ﾠa	 ﾠlife	 ﾠthat	 ﾠtakes	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠ
beyond	 ﾠor	 ﾠtranscends	 ﾠthe	 ﾠcontemporary	 ﾠbiographical	 ﾠaccounts	 ﾠof	 ﾠDix’s	 ﾠlife	 ﾠthat	 ﾠ	 ﾠ 59	 ﾠ
may	 ﾠexist	 ﾠin	 ﾠa	 ﾠvariety	 ﾠof	 ﾠforms.	 ﾠSecond,	 ﾠthis	 ﾠgenre	 ﾠof	 ﾠlife	 ﾠwriting	 ﾠdoes	 ﾠnot	 ﾠrestrict	 ﾠ
itself	 ﾠto	 ﾠthe	 ﾠpresentation	 ﾠof	 ﾠa	 ﾠ‘truer’	 ﾠversion	 ﾠof	 ﾠa	 ﾠlife	 ﾠ(as	 ﾠabove),	 ﾠit	 ﾠalso	 ﾠanalyses	 ﾠ
earlier	 ﾠversions	 ﾠof	 ﾠbiographical	 ﾠdata	 ﾠto	 ﾠmake	 ﾠa	 ﾠcritical	 ﾠappraisal	 ﾠof	 ﾠwriting	 ﾠthat	 ﾠ
exists	 ﾠ about	 ﾠ a	 ﾠ particular	 ﾠ life.	 ﾠ For	 ﾠ instance,	 ﾠ where	 ﾠ the	 ﾠ life	 ﾠ of	 ﾠ an	 ﾠ individual	 ﾠ is	 ﾠ
fragmented	 ﾠ in	 ﾠ a	 ﾠ variety	 ﾠ of	 ﾠ data	 ﾠ including	 ﾠ autobiographies,	 ﾠ biographies,	 ﾠ
correspondence	 ﾠ(private)	 ﾠand	 ﾠletters	 ﾠ(public)	 ﾠthen	 ﾠthe	 ﾠbringing	 ﾠtogether	 ﾠof	 ﾠthat	 ﾠ
data	 ﾠrefracts	 ﾠthat	 ﾠsame	 ﾠevidence	 ﾠto	 ﾠprovide	 ﾠan	 ﾠalternative	 ﾠperspective	 ﾠon	 ﾠthe	 ﾠ
lived	 ﾠlife.	 ﾠOften	 ﾠthis	 ﾠmay	 ﾠbe	 ﾠdue	 ﾠto	 ﾠnew	 ﾠevidence	 ﾠcoming	 ﾠto	 ﾠlight	 ﾠor	 ﾠas	 ﾠis	 ﾠthe	 ﾠcase	 ﾠ
in	 ﾠ this	 ﾠ study,	 ﾠ the	 ﾠ fragmented	 ﾠ data	 ﾠ is	 ﾠ brought	 ﾠ together	 ﾠ for	 ﾠ the	 ﾠ first	 ﾠ time	 ﾠ to	 ﾠ
provide	 ﾠa	 ﾠholistic	 ﾠaccount	 ﾠof	 ﾠDix’s	 ﾠlife	 ﾠas	 ﾠat	 ﾠJuly	 ﾠ2012.	 ﾠThis	 ﾠis	 ﾠan	 ﾠaccount	 ﾠof	 ﾠthis	 ﾠ
artist’s	 ﾠ life	 ﾠ that	 ﾠ will	 ﾠ inform,	 ﾠ as	 ﾠ have	 ﾠ previous	 ﾠ accounts	 ﾠ of	 ﾠ this	 ﾠ life,	 ﾠ future	 ﾠ
biographies	 ﾠ on	 ﾠ Otto	 ﾠ Dix.	 ﾠ Additionally,	 ﾠ the	 ﾠ relationship	 ﾠ between	 ﾠ Dix’s	 ﾠ
biographical	 ﾠlife-ﾭ‐narratives	 ﾠis	 ﾠcritically	 ﾠanalysed	 ﾠfor	 ﾠexample	 ﾠLöffler’s	 ﾠbiography	 ﾠ
of	 ﾠDix	 ﾠ(see	 ﾠsupra	 ﾠp.50).	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠaccount	 ﾠof	 ﾠDix’s	 ﾠlife	 ﾠis	 ﾠalso	 ﾠself-ﾭ‐reflexive	 ﾠbecause	 ﾠit	 ﾠis	 ﾠmy	 ﾠaccount	 ﾠof	 ﾠDix’s	 ﾠ
biography	 ﾠthat	 ﾠexplores	 ﾠhis	 ﾠlife,	 ﾠits	 ﾠremnants	 ﾠ(evidence),	 ﾠthe	 ﾠanalysis	 ﾠof	 ﾠthose	 ﾠ
remnants	 ﾠand	 ﾠmy	 ﾠtranslation	 ﾠof	 ﾠthem.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ short,	 ﾠ this	 ﾠ helps	 ﾠ explore	 ﾠ the	 ﾠ educational	 ﾠ influences	 ﾠ in	 ﾠ Dix’s	 ﾠ life	 ﾠ and	 ﾠ
educational	 ﾠ messages	 ﾠ in	 ﾠ his	 ﾠ artwork.	 ﾠ The	 ﾠ discussion	 ﾠ in	 ﾠ Chapter	 ﾠ three	 ﾠ
(philosophical	 ﾠand	 ﾠtheoretical	 ﾠframework)	 ﾠfocuses	 ﾠon	 ﾠhow	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐
narrative	 ﾠcan	 ﾠlend	 ﾠfurther	 ﾠinsights	 ﾠinto	 ﾠcontemporary	 ﾠnotions	 ﾠof	 ﾠthe	 ﾠeducative.	 ﾠ
	 ﾠ
	 ﾠ
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2.4	 ﾠArt	 ﾠHistory,	 ﾠMethod	 ﾠand	 ﾠTheory	 ﾠ
	 ﾠ
Having	 ﾠ discussed	 ﾠ the	 ﾠ educative	 ﾠ and	 ﾠ the	 ﾠ narrative	 ﾠ research	 ﾠ method	 ﾠ it	 ﾠ now	 ﾠ
becomes	 ﾠ necessary	 ﾠ to	 ﾠ focus	 ﾠ the	 ﾠ elements	 ﾠ that	 ﾠ can	 ﾠ further	 ﾠ enhance	 ﾠ these	 ﾠ
biographical	 ﾠlife-ﾭ‐narratives	 ﾠso	 ﾠthat	 ﾠa	 ﾠcontext-ﾭ‐driven	 ﾠexplanation	 ﾠcan	 ﾠbe	 ﾠformed	 ﾠ
of	 ﾠ the	 ﾠ educative,	 ﾠ the	 ﾠ artist’s	 ﾠ educational	 ﾠ trajectory,	 ﾠ his	 ﾠ reflexive-ﾭ‐self	 ﾠ and	 ﾠ the	 ﾠ
strategies	 ﾠ Dix	 ﾠ used	 ﾠ to	 ﾠ educate	 ﾠ others.	 ﾠ For	 ﾠ purposes	 ﾠ of	 ﾠ extrapolation,	 ﾠ
reconciliation	 ﾠand	 ﾠverification	 ﾠboth	 ﾠa	 ﾠformal	 ﾠand	 ﾠcontextual	 ﾠanalysis	 ﾠis	 ﾠutilised	 ﾠto	 ﾠ
enhance	 ﾠ explanations	 ﾠ of	 ﾠ the	 ﾠ visual	 ﾠ data	 ﾠ collected,	 ﾠ the	 ﾠ latter	 ﾠ refers	 ﾠ to	 ﾠ
understanding	 ﾠa	 ﾠwork	 ﾠof	 ﾠart	 ﾠwithin	 ﾠa	 ﾠparticular	 ﾠcultural	 ﾠmoment	 ﾠand	 ﾠthe	 ﾠformer	 ﾠ
to	 ﾠan	 ﾠanalysis	 ﾠand	 ﾠinterpretation	 ﾠof	 ﾠthe	 ﾠvisual	 ﾠimage	 ﾠitself	 ﾠ(D’Alleva	 ﾠ2006,	 ﾠpp.27	 ﾠ–	 ﾠ
68).	 ﾠ The	 ﾠ analysis	 ﾠ of	 ﾠ the	 ﾠ works	 ﾠ of	 ﾠ art	 ﾠ is	 ﾠ undertaken	 ﾠ in	 ﾠ the	 ﾠ following	 ﾠ stages;	 ﾠ
iconographic	 ﾠ analysis,	 ﾠ iconological	 ﾠ exploration,	 ﾠ social-ﾭ‐semiotic	 ﾠ examination,	 ﾠ
content	 ﾠ analysis	 ﾠ and	 ﾠ then	 ﾠ a	 ﾠ full	 ﾠ neurobiological	 ﾠ colour	 ﾠ investigation	 ﾠ (see	 ﾠ
appendix	 ﾠone,	 ﾠfigure	 ﾠ16),	 ﾠthe	 ﾠfirst	 ﾠthree	 ﾠare	 ﾠwidely	 ﾠused	 ﾠby	 ﾠart	 ﾠhistorians.	 ﾠ	 ﾠ
	 ﾠ
Visual	 ﾠanalysis	 ﾠis	 ﾠof	 ﾠgreat	 ﾠvalue	 ﾠin	 ﾠexploring	 ﾠthe	 ﾠeducative	 ﾠbecause	 ﾠit	 ﾠprovides	 ﾠa	 ﾠ
further	 ﾠcoherent	 ﾠmechanism	 ﾠfor	 ﾠcomprehension	 ﾠof	 ﾠhuman	 ﾠexperience	 ﾠby	 ﾠhelping	 ﾠ
explore	 ﾠwhy	 ﾠimages	 ﾠare	 ﾠso	 ﾠconstructed.	 ﾠ	 ﾠ
	 ﾠ
Van	 ﾠLeeuwan	 ﾠand	 ﾠJewitt	 ﾠ(2008,	 ﾠp.59)	 ﾠargue,	 ﾠvisual	 ﾠdata	 ﾠ	 ﾠ
	 ﾠ
serve[s]	 ﾠas	 ﾠ[a]	 ﾠrecord	 ﾠof	 ﾠreality	 ﾠ…	 ﾠ[this	 ﾠis	 ﾠin	 ﾠessence]	 ﾠdocumentary	 ﾠ
evidence	 ﾠ of	 ﾠ [the]	 ﾠ people,	 ﾠ places,	 ﾠ things,	 ﾠ actions	 ﾠ and	 ﾠ events	 ﾠ [it]	 ﾠ
depict[s]	 ﾠ …	 ﾠ [it	 ﾠ can	 ﾠ be]	 ﾠ therapeutic	 ﾠ [and	 ﾠ revelatory,	 ﾠ bringing	 ﾠ out]	 ﾠ
family	 ﾠ relations	 ﾠ [and	 ﾠ experiences]	 ﾠ …	 ﾠ [it	 ﾠ can	 ﾠ also	 ﾠ be]	 ﾠ a	 ﾠ source	 ﾠ of	 ﾠ
[reliable	 ﾠand	 ﾠverifiable]	 ﾠfactual	 ﾠinformation	 ﾠ[and	 ﾠevidence]	 ﾠ…	 ﾠover	 ﾠ
the	 ﾠ[very	 ﾠoften]	 ﾠdeceptive	 ﾠworld	 ﾠof	 ﾠwords.	 ﾠ	 ﾠ
	 ﾠ
Ontologically	 ﾠ(and	 ﾠphilosophically)	 ﾠvisual	 ﾠanalysis	 ﾠcan	 ﾠaid	 ﾠunderstanding	 ﾠof	 ﾠthe	 ﾠ
terms	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠconscious,	 ﾠunconscious	 ﾠor	 ﾠexistential	 ﾠare	 ﾠwoven	 ﾠtogether,	 ﾠthis	 ﾠ
is	 ﾠ because	 ﾠ artwork	 ﾠ often	 ﾠ reflects	 ﾠ personal	 ﾠ vision	 ﾠ which	 ﾠ makes	 ﾠ it	 ﾠ valuable	 ﾠ
evidence	 ﾠthrough	 ﾠwhich	 ﾠhumanity	 ﾠmay	 ﾠbe	 ﾠinvestigated	 ﾠ(see	 ﾠgenerally	 ﾠGombrich	 ﾠ	 ﾠ 61	 ﾠ
1977).	 ﾠOne	 ﾠissue	 ﾠwith	 ﾠanalysis	 ﾠin	 ﾠart	 ﾠhistory,	 ﾠwhen	 ﾠused	 ﾠin	 ﾠisolation	 ﾠfrom	 ﾠany	 ﾠ
other	 ﾠstrategy	 ﾠof	 ﾠinquiry,	 ﾠconcerns	 ﾠits	 ﾠreliance	 ﾠon	 ﾠthe	 ﾠstereotype	 ﾠof	 ﾠoriginality,	 ﾠ
with	 ﾠthe	 ﾠlatter	 ﾠreferring	 ﾠto	 ﾠthe	 ﾠavant-ﾭ‐garde,	 ﾠchallenging,	 ﾠindependent,	 ﾠinnovative,	 ﾠ
novel	 ﾠand	 ﾠoften	 ﾠunorthodox.	 ﾠHarrison	 ﾠand	 ﾠWood	 ﾠ(2003,	 ﾠp.1016)	 ﾠstate	 ﾠthis	 ﾠcan	 ﾠ
result	 ﾠin	 ﾠunresponsiveness	 ﾠto	 ﾠthose	 ﾠthat	 ﾠmay	 ﾠchallenge	 ﾠit	 ﾠand	 ﾠits	 ﾠauthority,	 ﾠthis	 ﾠ
does	 ﾠnot	 ﾠaccount	 ﾠfor	 ﾠits	 ﾠcontextual-ﾭ‐location	 ﾠfor	 ﾠexample	 ﾠits	 ﾠlien-ﾭ‐sociale	 ﾠ(social	 ﾠ
connection)	 ﾠ and	 ﾠ the	 ﾠ impact	 ﾠ of	 ﾠ past	 ﾠ factors.	 ﾠ Furthermore,	 ﾠ definition-ﾭ‐based	 ﾠ
isolation	 ﾠoften	 ﾠruns	 ﾠthe	 ﾠrisk	 ﾠof	 ﾠreconstituting	 ﾠany	 ﾠwork,	 ﾠwhether	 ﾠit	 ﾠis	 ﾠvisual	 ﾠor	 ﾠ
epistolary	 ﾠdata,	 ﾠthe	 ﾠresult	 ﾠof	 ﾠwhich	 ﾠis	 ﾠoften	 ﾠto	 ﾠmake	 ﾠit	 ﾠself-ﾭ‐contradictory.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
With	 ﾠ this	 ﾠ in	 ﾠ mind	 ﾠ the	 ﾠ following	 ﾠ discussion	 ﾠ centres	 ﾠ on	 ﾠ some	 ﾠ of	 ﾠ the	 ﾠ literature	 ﾠ
utilised	 ﾠ to	 ﾠ analyse	 ﾠ this	 ﾠ data.	 ﾠ D’Alleva	 ﾠ (2006,	 ﾠ p.27	 ﾠ –	 ﾠ 68)	 ﾠ provides	 ﾠ a	 ﾠ good	 ﾠ
discussion	 ﾠon	 ﾠthe	 ﾠmethods	 ﾠart	 ﾠhistorians	 ﾠuse	 ﾠto	 ﾠconduct	 ﾠformal	 ﾠand	 ﾠcontextual	 ﾠ
analysis	 ﾠ of	 ﾠ the	 ﾠ vast	 ﾠ variety	 ﾠ of	 ﾠ art	 ﾠ that	 ﾠ exists,	 ﾠ and	 ﾠ for	 ﾠ the	 ﾠ purposes	 ﾠ of	 ﾠ this	 ﾠ
exploration;	 ﾠpaintings	 ﾠincluding	 ﾠself-ﾭ‐portraits	 ﾠand	 ﾠthose	 ﾠusing	 ﾠmixed-ﾭ‐material,	 ﾠ
photographs	 ﾠand	 ﾠsketches	 ﾠ(multi-ﾭ‐material).	 ﾠFor	 ﾠa	 ﾠfull	 ﾠlist	 ﾠof	 ﾠthe	 ﾠvisual	 ﾠdata	 ﾠthat	 ﾠ
has	 ﾠbeen	 ﾠutilised	 ﾠas	 ﾠpart	 ﾠof	 ﾠthis	 ﾠstudy	 ﾠin	 ﾠreconstruction	 ﾠof	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐
narrative	 ﾠsee	 ﾠappendix	 ﾠone.	 ﾠ	 ﾠ
	 ﾠ
Formal	 ﾠanalysis	 ﾠof	 ﾠvisual	 ﾠdata	 ﾠgoes	 ﾠbeyond	 ﾠmere	 ﾠdescription	 ﾠso	 ﾠas	 ﾠto	 ﾠunderstand	 ﾠ
what	 ﾠ the	 ﾠ artist	 ﾠ intended	 ﾠ to	 ﾠ visually	 ﾠ convey.	 ﾠ D’Alleva	 ﾠ (2006,	 ﾠ p.27)	 ﾠ states	 ﾠ that	 ﾠ
there	 ﾠis	 ﾠno	 ﾠreal	 ﾠdistinction	 ﾠbetween	 ﾠa	 ﾠformal	 ﾠand	 ﾠcontextual	 ﾠanalysis	 ﾠbecause	 ﾠit	 ﾠis	 ﾠ
the	 ﾠ viewer	 ﾠ that	 ﾠ is	 ﾠ positioned	 ﾠ to	 ﾠ provide	 ﾠ context,	 ﾠ shape	 ﾠ and	 ﾠ interpretation	 ﾠ
themselves.	 ﾠThe	 ﾠissue	 ﾠof	 ﾠhow	 ﾠthe	 ﾠbiographies	 ﾠof	 ﾠthe	 ﾠart	 ﾠhistorian	 ﾠand	 ﾠbiographer	 ﾠ
affect	 ﾠthe	 ﾠvalidity	 ﾠof	 ﾠany	 ﾠformal	 ﾠanalysis	 ﾠis	 ﾠdiscussed	 ﾠin	 ﾠChapter	 ﾠthree.	 ﾠ	 ﾠ
	 ﾠ
Formal	 ﾠanalysis	 ﾠhas	 ﾠbeen	 ﾠused	 ﾠto	 ﾠfocus	 ﾠon	 ﾠcharacteristics	 ﾠincluding	 ﾠcolour,	 ﾠline,	 ﾠ
space,	 ﾠmass	 ﾠand	 ﾠscale	 ﾠto	 ﾠascribe	 ﾠvisual	 ﾠand	 ﾠphysical	 ﾠcharacteristics	 ﾠand	 ﾠgive	 ﾠthem	 ﾠ
a	 ﾠhistorical	 ﾠ(time	 ﾠand	 ﾠspace)	 ﾠcontext,	 ﾠthis	 ﾠcan	 ﾠalso	 ﾠlend	 ﾠinsight	 ﾠto	 ﾠcontemporary	 ﾠ
notions	 ﾠof	 ﾠthe	 ﾠeducative.	 ﾠD’Alleva	 ﾠ(2006,	 ﾠp.28)	 ﾠprovides	 ﾠa	 ﾠgood	 ﾠexample	 ﾠof	 ﾠhow	 ﾠ
important	 ﾠ such	 ﾠ context	 ﾠ is,	 ﾠ for	 ﾠ who	 ﾠ would	 ﾠ have	 ﾠ imagined	 ﾠ that	 ﾠ the	 ﾠ austere	 ﾠ
Parthenon	 ﾠstructure	 ﾠwas	 ﾠonce	 ﾠdonned	 ﾠin	 ﾠblue,	 ﾠred	 ﾠand	 ﾠyellow	 ﾠpaint	 ﾠwith	 ﾠornate	 ﾠ
and	 ﾠ decorative	 ﾠ bronze	 ﾠ plates.	 ﾠ Similar	 ﾠ analysis	 ﾠ has	 ﾠ been	 ﾠ undertaken	 ﾠ for	 ﾠ each	 ﾠ	 ﾠ 62	 ﾠ
verist	 ﾠby	 ﾠa	 ﾠrange	 ﾠof	 ﾠart	 ﾠhistorians,	 ﾠbiographers	 ﾠand	 ﾠjournalists	 ﾠalike.	 ﾠLöffler’s	 ﾠ
(1977,	 ﾠpp.29	 ﾠ-ﾭ‐	 ﾠ30)	 ﾠexplanation	 ﾠof	 ﾠthe	 ﾠDix’s	 ﾠpaintings	 ﾠof	 ﾠhis	 ﾠparents	 ﾠ(see	 ﾠappendix	 ﾠ
one,	 ﾠfigures	 ﾠ11	 ﾠand	 ﾠ12)	 ﾠalso	 ﾠprovides	 ﾠa	 ﾠrelative	 ﾠexample.	 ﾠThe	 ﾠabove	 ﾠexplanations	 ﾠ
are	 ﾠextrapolated	 ﾠwith	 ﾠthe	 ﾠfindings	 ﾠof	 ﾠthe	 ﾠanalysis	 ﾠundertaken	 ﾠin	 ﾠthis	 ﾠexploration	 ﾠ
and	 ﾠ original	 ﾠ knowledge	 ﾠ is	 ﾠ produced	 ﾠ through,	 ﾠ amongst	 ﾠ other	 ﾠ things,	 ﾠ
reinterpretation	 ﾠ for	 ﾠ example	 ﾠ the	 ﾠ choice	 ﾠ of	 ﾠ a	 ﾠ full	 ﾠ colour	 ﾠ analysis	 ﾠ (acuity,	 ﾠ
luminance,	 ﾠ equiluminance	 ﾠ and	 ﾠ spatiality,	 ﾠ see	 ﾠ Livingstone	 ﾠ 2002,	 ﾠ pp.12	 ﾠ –	 ﾠ 99),	 ﾠ
material	 ﾠutilised	 ﾠin	 ﾠthe	 ﾠwork,	 ﾠits	 ﾠavailability	 ﾠat	 ﾠthe	 ﾠtime	 ﾠand	 ﾠits	 ﾠpopular	 ﾠuse	 ﾠare	 ﾠ
amongst	 ﾠsome	 ﾠof	 ﾠthe	 ﾠthemes	 ﾠexamined	 ﾠto	 ﾠinvestigate	 ﾠand	 ﾠevidence	 ﾠthe	 ﾠeducative	 ﾠ
and	 ﾠparadigmatic	 ﾠconstraints	 ﾠwithin	 ﾠwhich	 ﾠthe	 ﾠartist	 ﾠoperated.	 ﾠFurther	 ﾠoriginal	 ﾠ
formal	 ﾠanalysis,	 ﾠwhere	 ﾠappropriate	 ﾠand	 ﾠpossible,	 ﾠis	 ﾠundertaken	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠ
differences	 ﾠ between	 ﾠ pre-ﾭ‐painting	 ﾠ sketches	 ﾠ and	 ﾠ the	 ﾠ final	 ﾠ artworks;	 ﾠ these	 ﾠ are	 ﾠ
mapped	 ﾠfor	 ﾠthe	 ﾠpurpose	 ﾠof	 ﾠexploring	 ﾠalternative	 ﾠexplanations	 ﾠ(see	 ﾠalso	 ﾠGoodman	 ﾠ
1976,	 ﾠp.193).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ this	 ﾠ study	 ﾠ such	 ﾠ formal	 ﾠ analysis	 ﾠ is	 ﾠ informed	 ﾠ by	 ﾠ traditional	 ﾠ approaches	 ﾠ in	 ﾠ
content,	 ﾠ iconographic	 ﾠ (symbols	 ﾠ and	 ﾠ their	 ﾠ significance),	 ﾠ iconological	 ﾠ (analysis,	 ﾠ
description	 ﾠ and	 ﾠ interpretation	 ﾠ of	 ﾠ iconic	 ﾠ representations),	 ﾠ social-ﾭ‐semiotic	 ﾠ and	 ﾠ
full-ﾭ‐colour	 ﾠ (neurobiological)	 ﾠ analysis	 ﾠ which	 ﾠ act	 ﾠ to	 ﾠ test	 ﾠ various	 ﾠ art	 ﾠ historical	 ﾠ
interpretations	 ﾠbut	 ﾠto	 ﾠprovide	 ﾠevidence	 ﾠthat	 ﾠcorroborates	 ﾠhow	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠ
paradigmatic	 ﾠ constraints	 ﾠ within	 ﾠ which	 ﾠ the	 ﾠ artist	 ﾠ operated	 ﾠ impacted	 ﾠ on	 ﾠ his	 ﾠ
educational	 ﾠtrajectory,	 ﾠhis	 ﾠreflexive-ﾭ‐self	 ﾠand	 ﾠthe	 ﾠstrategies	 ﾠhe	 ﾠthen	 ﾠchose	 ﾠwith	 ﾠ
which	 ﾠto	 ﾠeducate	 ﾠothers.	 ﾠ
	 ﾠ
Barthes	 ﾠ(1973,	 ﾠ1977)	 ﾠvisual	 ﾠsemiotics	 ﾠposes	 ﾠtwo	 ﾠfundamental	 ﾠquestions	 ﾠin	 ﾠterms	 ﾠ
of	 ﾠwhat	 ﾠis	 ﾠrepresented	 ﾠand	 ﾠthe	 ﾠmethod	 ﾠby	 ﾠwhich	 ﾠit	 ﾠis	 ﾠrepresented	 ﾠ(how),	 ﾠand	 ﾠ
what	 ﾠideas	 ﾠand	 ﾠvalues	 ﾠare	 ﾠdepicted.	 ﾠBarthian	 ﾠvisual	 ﾠsocial-ﾭ‐semiotics	 ﾠfocuses	 ﾠon	 ﾠ
the	 ﾠimage	 ﾠas	 ﾠa	 ﾠresult	 ﾠof	 ﾠwhich	 ﾠcultural	 ﾠmeaning	 ﾠis	 ﾠtaken	 ﾠas	 ﾠ	 ﾠ
	 ﾠ
a	 ﾠ given	 ﾠ currency,	 ﾠ which	 ﾠ is	 ﾠ shared	 ﾠ by	 ﾠ everyone	 ﾠ who	 ﾠ is	 ﾠ at	 ﾠ all	 ﾠ
acculturated	 ﾠto	 ﾠcontemporary	 ﾠpopular	 ﾠculture	 ﾠ…	 ﾠactivated	 ﾠby	 ﾠstyle	 ﾠ
and	 ﾠcontent	 ﾠ(Van	 ﾠLeeuwan	 ﾠand	 ﾠJewitt	 ﾠ2008,	 ﾠp.93).	 ﾠ	 ﾠ
	 ﾠ	 ﾠ 63	 ﾠ
Barthian	 ﾠ visual	 ﾠ semiotics	 ﾠ concerns	 ﾠ itself	 ﾠ with	 ﾠ layered	 ﾠ meaning	 ﾠ and	 ﾠ includes	 ﾠ
denotation	 ﾠ(what	 ﾠ(people,	 ﾠplaces	 ﾠand	 ﾠthings)	 ﾠand	 ﾠwho	 ﾠis	 ﾠdepicted)	 ﾠas	 ﾠthe	 ﾠfirst	 ﾠ
layer,	 ﾠthis	 ﾠoften	 ﾠcarries	 ﾠa	 ﾠliteral	 ﾠand	 ﾠoften	 ﾠpersonal	 ﾠrather	 ﾠthan	 ﾠsymbolic	 ﾠmessage	 ﾠ
(see	 ﾠ generally	 ﾠ Barthes	 ﾠ 1977,	 ﾠ p.36).	 ﾠ Denotative	 ﾠ considerations	 ﾠ explore	 ﾠ
categorization	 ﾠfor	 ﾠexample	 ﾠlabeling	 ﾠthe	 ﾠindividual	 ﾠwith	 ﾠthe	 ﾠpurpose	 ﾠof	 ﾠextracting	 ﾠ
typified	 ﾠ characteristics,	 ﾠ and	 ﾠ the	 ﾠ reasons	 ﾠ underlying	 ﾠ captioning	 ﾠ for	 ﾠ instance	 ﾠ
Grosz’s	 ﾠPillars	 ﾠof	 ﾠSociety	 ﾠ(appendix	 ﾠone,	 ﾠfigure	 ﾠ3)	 ﾠa	 ﾠjournalist	 ﾠis	 ﾠdepicted	 ﾠholding	 ﾠ
a	 ﾠquill	 ﾠand	 ﾠspecifically	 ﾠa	 ﾠbunch	 ﾠof	 ﾠevening	 ﾠnewspapers.	 ﾠOther	 ﾠfactors	 ﾠanalysed	 ﾠ
here	 ﾠinclude	 ﾠthe	 ﾠdepiction	 ﾠof	 ﾠgroups	 ﾠof	 ﾠpeople	 ﾠrather	 ﾠthan	 ﾠindividuals	 ﾠto	 ﾠexplore	 ﾠ
action,	 ﾠsimilarity	 ﾠand	 ﾠsynchronization	 ﾠand	 ﾠuniversalizing	 ﾠthe	 ﾠindividual	 ﾠthereby	 ﾠ
typecasting	 ﾠ them	 ﾠ through	 ﾠ distancing.	 ﾠ 	 ﾠ The	 ﾠ second	 ﾠ layer	 ﾠ is	 ﾠ referred	 ﾠ to	 ﾠ as	 ﾠ
connotation,	 ﾠthis	 ﾠexplores	 ﾠthe	 ﾠ	 ﾠ
	 ﾠ
ideas	 ﾠ or	 ﾠ values	 ﾠ [that]	 ﾠ are	 ﾠ expressed	 ﾠ through	 ﾠ what	 ﾠ is	 ﾠ represented	 ﾠ
[and	 ﾠthe	 ﾠmethod	 ﾠby	 ﾠwhich	 ﾠis	 ﾠrepresented]	 ﾠ(Van	 ﾠLeeuwan	 ﾠand	 ﾠJewitt	 ﾠ
2008,	 ﾠp.94).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠterms	 ﾠof	 ﾠdrawings,	 ﾠpaintings	 ﾠand	 ﾠsketches	 ﾠthe	 ﾠstyle	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠartist	 ﾠhas	 ﾠ
worked	 ﾠprovides	 ﾠa	 ﾠmessage	 ﾠitself	 ﾠalbeit	 ﾠthe	 ﾠcontent	 ﾠwill	 ﾠstill	 ﾠbe	 ﾠanalogical	 ﾠto	 ﾠ
reality	 ﾠ(see	 ﾠgenerally	 ﾠVan	 ﾠLeeuwan	 ﾠand	 ﾠJewitt	 ﾠ2008,	 ﾠp.94).	 ﾠConnotation	 ﾠexplores	 ﾠ
the	 ﾠhidden	 ﾠlanguage	 ﾠof	 ﾠposes	 ﾠand	 ﾠobjects;	 ﾠDix’s	 ﾠpainting	 ﾠof	 ﾠAnita	 ﾠBerber	 ﾠ(see	 ﾠ
appendix	 ﾠone,	 ﾠfigure	 ﾠ2;	 ﾠsupra	 ﾠp.168)	 ﾠis	 ﾠa	 ﾠgood	 ﾠexample	 ﾠof	 ﾠthe	 ﾠformer;	 ﾠpout,	 ﾠhips	 ﾠ
thrust	 ﾠforward-ﾭ‐left	 ﾠand	 ﾠhand	 ﾠon	 ﾠright	 ﾠhip	 ﾠwhilst	 ﾠthe	 ﾠleft	 ﾠcups	 ﾠthe	 ﾠflowing	 ﾠdrapery	 ﾠ
of	 ﾠthe	 ﾠdress.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ contrast	 ﾠ iconography	 ﾠ focuses	 ﾠ on	 ﾠ the	 ﾠ context	 ﾠ of	 ﾠ the	 ﾠ image’s	 ﾠ production,	 ﾠ
subsequent	 ﾠ circulation,	 ﾠ how	 ﾠ and	 ﾠ why	 ﾠ cultural	 ﾠ meanings	 ﾠ and	 ﾠ their	 ﾠ visual	 ﾠ
expressions	 ﾠ are	 ﾠ historically	 ﾠ ascribed	 ﾠ (Van	 ﾠ Leeuwan	 ﾠ and	 ﾠ Jewitt	 ﾠ 2008,	 ﾠ p.93).	 ﾠ
Arguably,	 ﾠthis	 ﾠapproach	 ﾠdoes	 ﾠnot	 ﾠneatly	 ﾠfit	 ﾠinto	 ﾠthe	 ﾠformal	 ﾠor	 ﾠcontextual	 ﾠanalysis	 ﾠ
outlined	 ﾠearlier,	 ﾠit	 ﾠis	 ﾠdiscussed	 ﾠas	 ﾠa	 ﾠtype	 ﾠof	 ﾠformal	 ﾠanalysis	 ﾠbecause	 ﾠits	 ﾠprimary	 ﾠ
emphasis	 ﾠis	 ﾠon	 ﾠpictorial	 ﾠmeaning	 ﾠin	 ﾠrelation	 ﾠto	 ﾠwhich	 ﾠculture	 ﾠis	 ﾠassumed.	 ﾠ	 ﾠ
	 ﾠ	 ﾠ 64	 ﾠ
This	 ﾠ approach	 ﾠ centres	 ﾠ on	 ﾠ three	 ﾠ layers	 ﾠ of	 ﾠ pictorial	 ﾠ meaning;	 ﾠ representational,	 ﾠ
iconographical	 ﾠ and	 ﾠ iconological	 ﾠ symbolism	 ﾠ (Van	 ﾠ Leeuwan	 ﾠ and	 ﾠ Jewitt	 ﾠ 2008,	 ﾠ
p.100).	 ﾠHere	 ﾠrepresentational	 ﾠmeaning	 ﾠrelates	 ﾠto	 ﾠrecognition	 ﾠof	 ﾠwhat	 ﾠpractical	 ﾠ
experience	 ﾠ underpins	 ﾠ the	 ﾠ representation	 ﾠ (Panofsky	 ﾠ 1970,	 ﾠ pp.53	 ﾠ –	 ﾠ 60).	 ﾠ
Iconographical	 ﾠsymbolism	 ﾠuses	 ﾠobject-ﾭ‐signs	 ﾠto	 ﾠdenote	 ﾠpeople,	 ﾠplaces	 ﾠor	 ﾠthings	 ﾠ
and	 ﾠ the	 ﾠ concept	 ﾠ or	 ﾠ idea	 ﾠ to	 ﾠ which	 ﾠ that	 ﾠ is	 ﾠ attached.	 ﾠ In	 ﾠ contrast,	 ﾠ iconological	 ﾠ
symbolism	 ﾠrefers	 ﾠto	 ﾠmeaning	 ﾠto	 ﾠreveal	 ﾠthe	 ﾠbasic	 ﾠset	 ﾠof	 ﾠattitudes	 ﾠbelonging	 ﾠto	 ﾠan	 ﾠ
epoch	 ﾠ(class,	 ﾠphilosophical	 ﾠand	 ﾠreligious).	 ﾠPanofsky	 ﾠ(1970,	 ﾠpp.55	 ﾠ–	 ﾠ56)	 ﾠargues	 ﾠ
that	 ﾠart	 ﾠcarries	 ﾠmore	 ﾠthan	 ﾠa	 ﾠpurely	 ﾠvisual	 ﾠmeaning	 ﾠwhich	 ﾠfacilitates	 ﾠa	 ﾠmove	 ﾠaway	 ﾠ
from	 ﾠconventional	 ﾠand	 ﾠtraditional	 ﾠidentification	 ﾠto	 ﾠan	 ﾠinterpretation	 ﾠof	 ﾠwhich	 ﾠ
even	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠnot	 ﾠconsciously	 ﾠaware.	 ﾠThis	 ﾠsubconscious	 ﾠmeaning	 ﾠcan	 ﾠhelp	 ﾠ
reveal	 ﾠthe	 ﾠeducative	 ﾠparadigm/field	 ﾠwithin	 ﾠwhich	 ﾠthe	 ﾠartist	 ﾠexisted.	 ﾠOne	 ﾠissue	 ﾠ
arises	 ﾠ here	 ﾠ is	 ﾠ that	 ﾠ the	 ﾠ age	 ﾠ of	 ﾠ an	 ﾠ artwork	 ﾠ often	 ﾠ makes	 ﾠ it	 ﾠ more	 ﾠ difficult	 ﾠ to	 ﾠ
understand	 ﾠthe	 ﾠshared	 ﾠmeaning	 ﾠof	 ﾠthe	 ﾠobject-ﾭ‐signs	 ﾠdepicted	 ﾠmaking	 ﾠthe	 ﾠneed	 ﾠfor	 ﾠ
inter-ﾭ‐textual	 ﾠanalysis	 ﾠfar	 ﾠgreater.	 ﾠThis	 ﾠissue	 ﾠis	 ﾠavoided	 ﾠby	 ﾠthis	 ﾠstudy	 ﾠbecause	 ﾠthe	 ﾠ
same	 ﾠ inter-ﾭ‐textual	 ﾠ analysis	 ﾠ is	 ﾠ provided	 ﾠ through	 ﾠ the	 ﾠ use	 ﾠ of	 ﾠ a	 ﾠ number	 ﾠ of	 ﾠ
approaches	 ﾠ to	 ﾠ assess	 ﾠ the	 ﾠ same	 ﾠ item.	 ﾠ Furthermore,	 ﾠ this	 ﾠ is	 ﾠ then	 ﾠ extrapolated	 ﾠ
against	 ﾠtraditional	 ﾠart	 ﾠhistorian	 ﾠexplanations.	 ﾠOne	 ﾠof	 ﾠthe	 ﾠbenefits	 ﾠof	 ﾠthis	 ﾠis	 ﾠto	 ﾠ
evidence	 ﾠthe	 ﾠconflation	 ﾠof	 ﾠhistorical	 ﾠand	 ﾠcontemporary	 ﾠexplanations.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠexplanations	 ﾠfrom	 ﾠthis	 ﾠdata	 ﾠcan	 ﾠbe	 ﾠfurther	 ﾠstrengthened	 ﾠby	 ﾠthe	 ﾠuse	 ﾠof	 ﾠthe	 ﾠ
social-ﾭ‐semiotic	 ﾠapproach	 ﾠor	 ﾠthe	 ﾠinterpretation	 ﾠof	 ﾠvisual	 ﾠdata	 ﾠthrough	 ﾠresource	 ﾠ
including,	 ﾠamongst	 ﾠother	 ﾠthings,	 ﾠany	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
rules,	 ﾠfrom	 ﾠlaws	 ﾠand	 ﾠmandatory	 ﾠprescriptions	 ﾠto	 ﾠbest	 ﾠpractice,	 ﾠthe	 ﾠ
influence	 ﾠ of	 ﾠ role	 ﾠ models,	 ﾠ expert	 ﾠ advice,	 ﾠ common	 ﾠ habits	 ﾠ [and	 ﾠ
viewpoint]	 ﾠ(Jewitt	 ﾠand	 ﾠOyama	 ﾠ2001,	 ﾠpp.134	 ﾠ–	 ﾠ5).	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Analysis	 ﾠhere	 ﾠconcentrates	 ﾠon	 ﾠrepresentational,	 ﾠinteractive	 ﾠand	 ﾠcompositional	 ﾠ
meaning	 ﾠ thereby	 ﾠ revealing	 ﾠ the	 ﾠ paradigmatic	 ﾠ imposition	 ﾠ of	 ﾠ a	 ﾠ relationship	 ﾠ
(power,	 ﾠ detachment	 ﾠ or	 ﾠ involvement)	 ﾠ between	 ﾠ the	 ﾠ people,	 ﾠ places	 ﾠ or	 ﾠ things	 ﾠ
within	 ﾠan	 ﾠimage	 ﾠand	 ﾠbetween	 ﾠthe	 ﾠimage	 ﾠand	 ﾠthe	 ﾠviewer.	 ﾠSuch	 ﾠconstructions	 ﾠare	 ﾠ
symbolic	 ﾠ relations	 ﾠ within	 ﾠ the	 ﾠ semiotic	 ﾠ resource	 ﾠ and	 ﾠ are	 ﾠ therefore	 ﾠ not	 ﾠ real	 ﾠ	 ﾠ 65	 ﾠ
relations	 ﾠhence	 ﾠcan	 ﾠbe	 ﾠillusionary	 ﾠor	 ﾠimaginary	 ﾠ(see	 ﾠVan	 ﾠLeeuwan	 ﾠand	 ﾠJewitt	 ﾠ
2008,	 ﾠ p.135).	 ﾠ Furthermore,	 ﾠ advances	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ perspective	 ﾠ by	 ﾠ the	 ﾠ Masters	 ﾠ
during	 ﾠthe	 ﾠRenaissance	 ﾠled	 ﾠangular	 ﾠrepresentation	 ﾠto	 ﾠbecome	 ﾠmore	 ﾠimportant	 ﾠto	 ﾠ
the	 ﾠform	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠsymbolic	 ﾠrelation	 ﾠpresents	 ﾠitself.	 ﾠ	 ﾠ
	 ﾠ
Representational	 ﾠmeaning	 ﾠin	 ﾠsocial-ﾭ‐semiotic	 ﾠanalysis	 ﾠconcentrates	 ﾠon	 ﾠnarrative	 ﾠ
and	 ﾠconceptual	 ﾠ(definition	 ﾠof	 ﾠidentity)	 ﾠstructures,	 ﾠthe	 ﾠformer	 ﾠof	 ﾠwhich	 ﾠrelates	 ﾠto	 ﾠ
the	 ﾠconnection	 ﾠbetween	 ﾠthe	 ﾠpeople,	 ﾠplaces	 ﾠof	 ﾠthings	 ﾠwithin	 ﾠan	 ﾠimage;	 ﾠa	 ﾠgood	 ﾠ
example	 ﾠof	 ﾠthis	 ﾠis	 ﾠthe	 ﾠsexual	 ﾠimagery	 ﾠin	 ﾠGrosz’s	 ﾠwatercolours	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠ
figure	 ﾠ15).	 ﾠ	 ﾠIt	 ﾠshould	 ﾠbe	 ﾠnoted	 ﾠthat	 ﾠin	 ﾠthis	 ﾠinstance	 ﾠthe	 ﾠterm	 ﾠconceptual	 ﾠis	 ﾠnot	 ﾠ
used	 ﾠas	 ﾠearlier	 ﾠdefined,	 ﾠhere	 ﾠthe	 ﾠterm	 ﾠrefers	 ﾠto	 ﾠthe	 ﾠsymbolic	 ﾠstructure	 ﾠthat	 ﾠacts	 ﾠ
to	 ﾠdefine	 ﾠthe	 ﾠidentity	 ﾠof	 ﾠthe	 ﾠpeople,	 ﾠplaces	 ﾠor	 ﾠthings	 ﾠin	 ﾠvisual	 ﾠdata.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ addition,	 ﾠ interactive	 ﾠ meaning	 ﾠ in	 ﾠ social-ﾭ‐semiotic	 ﾠ analysis	 ﾠ examines	 ﾠ the	 ﾠ
relationship	 ﾠ between	 ﾠ the	 ﾠ image	 ﾠ and	 ﾠ the	 ﾠ viewer.	 ﾠ Traditionally,	 ﾠ applies	 ﾠ to	 ﾠ
contemporary	 ﾠviewers	 ﾠ–	 ﾠwithin	 ﾠthis	 ﾠstudy	 ﾠ(wherever	 ﾠpossible)	 ﾠthis	 ﾠprinciple	 ﾠis	 ﾠ
also	 ﾠ applied	 ﾠ within	 ﾠ a	 ﾠ historical	 ﾠ perspective.	 ﾠ Here	 ﾠ factors	 ﾠ such	 ﾠ as	 ﾠ contact,	 ﾠ
distance	 ﾠand	 ﾠpoint	 ﾠof	 ﾠview	 ﾠare	 ﾠakin	 ﾠto	 ﾠthose	 ﾠdiscussed	 ﾠin	 ﾠterms	 ﾠof	 ﾠmodality	 ﾠin	 ﾠ
content	 ﾠanalysis	 ﾠlater,	 ﾠit	 ﾠis	 ﾠhowever	 ﾠsalient	 ﾠto	 ﾠstate	 ﾠthat	 ﾠthese	 ﾠfactors	 ﾠ(where	 ﾠ
discussed)	 ﾠ relate	 ﾠ both	 ﾠ to	 ﾠ social-ﾭ‐semiotic	 ﾠ and	 ﾠ content	 ﾠ analysis.	 ﾠ Compositional	 ﾠ
meaning	 ﾠ is	 ﾠ the	 ﾠ final	 ﾠ element	 ﾠ of	 ﾠ the	 ﾠ social-ﾭ‐semiotic	 ﾠ examination	 ﾠ centering	 ﾠ on	 ﾠ
information	 ﾠ value	 ﾠ (positioning),	 ﾠ framing	 ﾠ (separation	 ﾠ of	 ﾠ identity),	 ﾠ modality	 ﾠ
(reality	 ﾠvalue)	 ﾠand	 ﾠsalience	 ﾠ(prominence)	 ﾠfor	 ﾠinstance	 ﾠin	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ2	 ﾠ
the	 ﾠmeaning	 ﾠof	 ﾠBerber’s	 ﾠcentral	 ﾠposition,	 ﾠher	 ﾠrepresented	 ﾠon	 ﾠher	 ﾠown	 ﾠwithout	 ﾠ
reference	 ﾠto	 ﾠpeople,	 ﾠplaces,	 ﾠthings	 ﾠor	 ﾠgeneral	 ﾠparaphernalia	 ﾠand	 ﾠthe	 ﾠexaggerated	 ﾠ
use	 ﾠof	 ﾠthe	 ﾠcolour	 ﾠred.	 ﾠHere	 ﾠthe	 ﾠterm	 ﾠmodality	 ﾠdoes	 ﾠnot	 ﾠdiffer	 ﾠfrom	 ﾠits	 ﾠuse	 ﾠin	 ﾠ
relation	 ﾠto	 ﾠcontent	 ﾠanalysis,	 ﾠin	 ﾠthis	 ﾠinstance	 ﾠthe	 ﾠterm	 ﾠis	 ﾠalso	 ﾠused	 ﾠto	 ﾠdenote	 ﾠthe	 ﾠ
extent	 ﾠto	 ﾠwhich	 ﾠthe	 ﾠdata	 ﾠrepresents	 ﾠthat	 ﾠwhich	 ﾠis	 ﾠtermed	 ﾠreal	 ﾠby	 ﾠthe	 ﾠnaked	 ﾠeye.	 ﾠ
The	 ﾠkey	 ﾠdifference	 ﾠis	 ﾠthat	 ﾠmodality	 ﾠin	 ﾠsocial-ﾭ‐semiotic	 ﾠanalysis	 ﾠis	 ﾠnot	 ﾠconcerned	 ﾠ
with	 ﾠthe	 ﾠeffect	 ﾠwhere	 ﾠthe	 ﾠlevel	 ﾠof	 ﾠmodality	 ﾠachieved	 ﾠis	 ﾠtoo	 ﾠlow	 ﾠor	 ﾠexact.	 ﾠ	 ﾠ
	 ﾠ
Salience	 ﾠ when	 ﾠ extrapolated	 ﾠ against	 ﾠ a	 ﾠ content	 ﾠ analysis	 ﾠ and	 ﾠ the	 ﾠ full	 ﾠ colour	 ﾠ
neurobiological	 ﾠanalysis	 ﾠ(FCNA	 ﾠfrom	 ﾠnow)	 ﾠcan	 ﾠreveal	 ﾠa	 ﾠnumber	 ﾠof	 ﾠhidden	 ﾠtruths.	 ﾠ	 ﾠ 66	 ﾠ
Content	 ﾠanalysis	 ﾠallows	 ﾠart	 ﾠto	 ﾠbe	 ﾠcoded	 ﾠfor	 ﾠpurposes	 ﾠof	 ﾠqualitative	 ﾠanalysis	 ﾠand	 ﾠ
can	 ﾠbe	 ﾠdescribed	 ﾠas	 ﾠ	 ﾠ
	 ﾠ
[the]	 ﾠ empirical	 ﾠ (observational)	 ﾠ and	 ﾠ objective	 ﾠ procedure	 ﾠ for	 ﾠ
quantifying	 ﾠrecorded	 ﾠaudio-ﾭ‐visual	 ﾠ[and	 ﾠverbal]	 ﾠrepresentation	 ﾠusing	 ﾠ
reliable,	 ﾠexplicitly	 ﾠdefined	 ﾠ[values	 ﾠand	 ﾠindependent	 ﾠvariables	 ﾠto	 ﾠform	 ﾠ
a]	 ﾠprecise	 ﾠhypothesis	 ﾠ(Van	 ﾠLeeuwan	 ﾠand	 ﾠJewitt	 ﾠ2008,	 ﾠp.13).	 ﾠ	 ﾠ
	 ﾠ
Meaningful	 ﾠconclusions	 ﾠcan	 ﾠbe	 ﾠdrawn	 ﾠhere	 ﾠwhere	 ﾠcomparatives	 ﾠare	 ﾠevaluated,	 ﾠ
for	 ﾠexample	 ﾠexploring	 ﾠthe	 ﾠself-ﾭ‐portrait	 ﾠand	 ﾠthe	 ﾠform	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠartist	 ﾠappears	 ﾠ
(for	 ﾠDix	 ﾠsee	 ﾠappendix	 ﾠone,	 ﾠfigures	 ﾠ13,	 ﾠ14	 ﾠand	 ﾠfor	 ﾠone	 ﾠof	 ﾠGrosz,	 ﾠDix’s	 ﾠcontemporary	 ﾠ
see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ15)	 ﾠand	 ﾠperhaps	 ﾠwhy	 ﾠDix	 ﾠwho	 ﾠby	 ﾠthe	 ﾠage	 ﾠof	 ﾠtwenty-ﾭ‐three	 ﾠ
had	 ﾠpainted	 ﾠone	 ﾠhundred	 ﾠand	 ﾠsixty	 ﾠof	 ﾠthese.	 ﾠThis	 ﾠtype	 ﾠof	 ﾠanalysis	 ﾠis	 ﾠusual	 ﾠin	 ﾠ
media	 ﾠ studies	 ﾠ for	 ﾠ the	 ﾠ analysis	 ﾠ of	 ﾠ cinema,	 ﾠ newspapers	 ﾠ and	 ﾠ television	 ﾠ (see	 ﾠ
generally	 ﾠBell	 ﾠet	 ﾠal	 ﾠ1982).	 ﾠTo	 ﾠbegin	 ﾠwith	 ﾠcategories	 ﾠof	 ﾠcontent	 ﾠmust	 ﾠbe	 ﾠstated	 ﾠand	 ﾠ
this	 ﾠrequires	 ﾠa	 ﾠprecise	 ﾠdefinition	 ﾠof	 ﾠthe	 ﾠvariables	 ﾠof	 ﾠrepresentation.	 ﾠThis	 ﾠallows	 ﾠ
the	 ﾠ values	 ﾠ on	 ﾠ these	 ﾠ to	 ﾠ be	 ﾠ distinguished	 ﾠ to	 ﾠ yield	 ﾠ categories	 ﾠ of	 ﾠ content	 ﾠ for	 ﾠ
observation	 ﾠand	 ﾠquantification	 ﾠ(see	 ﾠVan	 ﾠLeeuwan	 ﾠand	 ﾠJewitt	 ﾠ2008,	 ﾠp15).	 ﾠ	 ﾠ
	 ﾠ
Visual	 ﾠdata	 ﾠ(representation)	 ﾠvaries	 ﾠfor	 ﾠexample	 ﾠin	 ﾠdimension	 ﾠand	 ﾠquality,	 ﾠthus	 ﾠin	 ﾠ
formal	 ﾠ content	 ﾠ analysis	 ﾠ a	 ﾠ content	 ﾠ variable	 ﾠ is	 ﾠ taken	 ﾠ as	 ﾠ such	 ﾠ a	 ﾠ dimension	 ﾠ and	 ﾠ
includes	 ﾠsize,	 ﾠcolour,	 ﾠposition	 ﾠand	 ﾠposture.	 ﾠAlternatively,	 ﾠthe	 ﾠparticipant	 ﾠmay	 ﾠbe	 ﾠ
utilised	 ﾠas	 ﾠthe	 ﾠcontent	 ﾠvariable	 ﾠexposing	 ﾠthe	 ﾠanalysis	 ﾠto	 ﾠage,	 ﾠgender,	 ﾠsexuality	 ﾠ
and	 ﾠrace.	 ﾠHere	 ﾠcontent	 ﾠis	 ﾠmanifestly	 ﾠjudged	 ﾠbecause	 ﾠthe	 ﾠrepresentation	 ﾠtakes	 ﾠ
precedence	 ﾠover	 ﾠand	 ﾠabove	 ﾠits	 ﾠlocation	 ﾠin	 ﾠreality.	 ﾠAppendix	 ﾠone,	 ﾠfigure	 ﾠ14	 ﾠis	 ﾠa	 ﾠ
good	 ﾠexample	 ﾠhere	 ﾠGrosz	 ﾠallegedly	 ﾠacts	 ﾠout	 ﾠhis	 ﾠsexual	 ﾠdesires	 ﾠbut	 ﾠthe	 ﾠpositioning	 ﾠ
of	 ﾠthe	 ﾠparticipants	 ﾠreveals	 ﾠthe	 ﾠartist’s	 ﾠown	 ﾠinsignificance,	 ﾠsocial	 ﾠdistance,	 ﾠpower	 ﾠ
and	 ﾠequality.	 ﾠThe	 ﾠartworks	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠare	 ﾠanalysed	 ﾠaccording	 ﾠto	 ﾠthe	 ﾠvariables	 ﾠof	 ﾠ
social	 ﾠdistance,	 ﾠbehaviour	 ﾠand	 ﾠvisual	 ﾠmodality	 ﾠ(size,	 ﾠrole	 ﾠand	 ﾠgender).	 ﾠ	 ﾠ
	 ﾠ
As	 ﾠa	 ﾠvariable	 ﾠthe	 ﾠrepresentation	 ﾠof	 ﾠsocial	 ﾠdistance	 ﾠis	 ﾠrelated	 ﾠto	 ﾠthe	 ﾠnotion	 ﾠof	 ﾠ
proxemics	 ﾠ(Hall	 ﾠ1966),	 ﾠwhich	 ﾠexplores	 ﾠthe	 ﾠpsychology	 ﾠthat	 ﾠunderpins	 ﾠthe	 ﾠuse	 ﾠof	 ﾠ
space	 ﾠ(spatial	 ﾠdifferences)	 ﾠbetween	 ﾠindividuals	 ﾠrevealing	 ﾠ	 ﾠ 67	 ﾠ
	 ﾠ
everyday	 ﾠ interaction	 ﾠ [because	 ﾠ it	 ﾠ is]	 ﾠ social	 ﾠ relations	 ﾠ [that	 ﾠ often]	 ﾠ
determine	 ﾠdistance	 ﾠ(literally	 ﾠand	 ﾠfiguratively)	 ﾠ[that]	 ﾠwe	 ﾠkeep	 ﾠfrom	 ﾠ
one	 ﾠanother	 ﾠ(Hall	 ﾠ1966,	 ﾠpp.110	 ﾠ–	 ﾠ120).	 ﾠ	 ﾠ
	 ﾠ
Six	 ﾠdistances	 ﾠare	 ﾠidentified,	 ﾠthese	 ﾠare;	 ﾠ(a)	 ﾠthe	 ﾠintimate	 ﾠdistance	 ﾠwhere	 ﾠonly	 ﾠthe	 ﾠ
face	 ﾠis	 ﾠvisible,	 ﾠ(b)	 ﾠa	 ﾠclose	 ﾠpersonal	 ﾠdistance	 ﾠwhich	 ﾠvisibly	 ﾠonly	 ﾠreveals	 ﾠonly	 ﾠthe	 ﾠ
head	 ﾠand	 ﾠshoulders,	 ﾠ(c)	 ﾠthe	 ﾠfar	 ﾠpersonal	 ﾠdistance	 ﾠresults	 ﾠin	 ﾠvisibility	 ﾠfrom	 ﾠthe	 ﾠ
waist	 ﾠup,	 ﾠ(d)	 ﾠa	 ﾠclose	 ﾠsocial	 ﾠdistance	 ﾠis	 ﾠdepicted	 ﾠthrough	 ﾠthe	 ﾠentire	 ﾠfigure	 ﾠbeing	 ﾠ
visible,	 ﾠ (e)	 ﾠ a	 ﾠ far	 ﾠ social	 ﾠ distance	 ﾠ is	 ﾠ represented	 ﾠ through	 ﾠ the	 ﾠ depiction	 ﾠ of	 ﾠ the	 ﾠ
complete	 ﾠ figure	 ﾠ and	 ﾠ the	 ﾠ space	 ﾠ that	 ﾠ surrounds	 ﾠ them	 ﾠ and	 ﾠ finally	 ﾠ (f)	 ﾠ a	 ﾠ public	 ﾠ
distance	 ﾠ results	 ﾠ in	 ﾠ the	 ﾠ visible	 ﾠ revelation	 ﾠ of	 ﾠ the	 ﾠ torso	 ﾠ of	 ﾠ at	 ﾠ least	 ﾠ four	 ﾠ or	 ﾠ five	 ﾠ
figures	 ﾠ(Van	 ﾠLeeuwan	 ﾠand	 ﾠJewitt	 ﾠ2008,	 ﾠp.29).	 ﾠThus,	 ﾠin	 ﾠterms	 ﾠof	 ﾠappendix	 ﾠone,	 ﾠ
figure	 ﾠ13	 ﾠDix	 ﾠexposes	 ﾠthe	 ﾠclose	 ﾠpersonal	 ﾠdistance	 ﾠhe	 ﾠholds	 ﾠfrom	 ﾠGerman	 ﾠsociety	 ﾠ
through	 ﾠan	 ﾠadopted	 ﾠNietzschean	 ﾠpose.	 ﾠPerhaps	 ﾠthis	 ﾠalso	 ﾠreveals	 ﾠhow	 ﾠhe	 ﾠdiscords	 ﾠ
with	 ﾠ contemporary	 ﾠ German	 ﾠ culture	 ﾠ at	 ﾠ the	 ﾠ time	 ﾠ he	 ﾠ considered	 ﾠ not	 ﾠ to	 ﾠ be	 ﾠ in	 ﾠ
concordance	 ﾠwith	 ﾠhis	 ﾠNietzschean	 ﾠdrive.	 ﾠ	 ﾠ
	 ﾠ
Behaviour	 ﾠ as	 ﾠ a	 ﾠ variable	 ﾠ in	 ﾠ formal	 ﾠ visual	 ﾠ analysis	 ﾠ concerns	 ﾠ the	 ﾠ interaction	 ﾠ
between	 ﾠ the	 ﾠ viewer	 ﾠ and	 ﾠ the	 ﾠ gaze	 ﾠ of	 ﾠ the	 ﾠ figure	 ﾠ on	 ﾠ that	 ﾠ basis	 ﾠ Kress	 ﾠ and	 ﾠ van	 ﾠ
Leeuwan	 ﾠargue	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
[there	 ﾠ is]	 ﾠ a	 ﾠ fundamental	 ﾠ difference	 ﾠ between	 ﾠ pictures	 ﾠ from	 ﾠ which	 ﾠ
represented	 ﾠparticipants	 ﾠlook	 ﾠdirectly	 ﾠat	 ﾠthe	 ﾠviewers	 ﾠeyes	 ﾠ[and	 ﾠthose	 ﾠ
where	 ﾠ this	 ﾠ is	 ﾠ not	 ﾠ the	 ﾠ case]	 ﾠ ...	 ﾠ where	 ﾠ represented	 ﾠ [figures]	 ﾠ look	 ﾠ
directly	 ﾠ at	 ﾠ the	 ﾠ viewer,	 ﾠ vectors	 ﾠ formed	 ﾠ by	 ﾠ participants	 ﾠ eye	 ﾠ lines	 ﾠ
connect	 ﾠ[participant	 ﾠand	 ﾠviewer]	 ﾠ(1996,	 ﾠp.122	 ﾠ–	 ﾠ3).	 ﾠ	 ﾠ
 
These	 ﾠplay	 ﾠtwo	 ﾠfunctional	 ﾠroles;	 ﾠthe	 ﾠformation	 ﾠof	 ﾠvisual	 ﾠaddress	 ﾠand	 ﾠthe	 ﾠfigure	 ﾠis	 ﾠ
used	 ﾠ to	 ﾠ do	 ﾠ something.	 ﾠ Goffman	 ﾠ (1979)	 ﾠ observes	 ﾠ that	 ﾠ the	 ﾠ representation	 ﾠ of	 ﾠ
gendered	 ﾠ bodies	 ﾠ for	 ﾠ example	 ﾠ in	 ﾠ Dix’s	 ﾠ portraits	 ﾠ of	 ﾠ his	 ﾠ parents	 ﾠ (appendix	 ﾠ one,	 ﾠ
figures	 ﾠ 11	 ﾠ and	 ﾠ 12	 ﾠ painted	 ﾠ in	 ﾠ 1922	 ﾠ and	 ﾠ 1921	 ﾠ respectively)	 ﾠ the	 ﾠ artist’s	 ﾠ father	 ﾠ
avoids	 ﾠdirect	 ﾠeye	 ﾠcontact	 ﾠrepresenting	 ﾠdispleasure.	 ﾠBell	 ﾠet	 ﾠal	 ﾠ(1982)	 ﾠidentifies	 ﾠa	 ﾠ	 ﾠ 68	 ﾠ
number	 ﾠof	 ﾠbehaviours;	 ﾠthe	 ﾠoffer/ideal	 ﾠwhere	 ﾠthe	 ﾠfigure	 ﾠoffers	 ﾠtheir	 ﾠself	 ﾠas	 ﾠan	 ﾠ
ideal	 ﾠor	 ﾠexemplar	 ﾠand	 ﾠlooks	 ﾠaway	 ﾠfrom	 ﾠthe	 ﾠviewer,	 ﾠdemand/affiliation/equality	 ﾠ
in	 ﾠwhich	 ﾠthe	 ﾠfigure	 ﾠmakes	 ﾠdirect	 ﾠeye	 ﾠcontact	 ﾠwith	 ﾠthe	 ﾠviewer	 ﾠand	 ﾠsmiles,	 ﾠdemand	 ﾠ
submission	 ﾠhere	 ﾠthe	 ﾠfigure	 ﾠlooks	 ﾠdown	 ﾠat	 ﾠthe	 ﾠviewer	 ﾠand	 ﾠdoes	 ﾠnot	 ﾠsmile,	 ﾠdemand	 ﾠ
seduction	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠfigure	 ﾠlooks	 ﾠat	 ﾠthe	 ﾠviewer	 ﾠwith	 ﾠtheir	 ﾠhead	 ﾠtilted,	 ﾠsmiling	 ﾠ
or	 ﾠ canting	 ﾠ and	 ﾠ finally	 ﾠ nil,	 ﾠ this	 ﾠ is	 ﾠ where	 ﾠ the	 ﾠ figure	 ﾠ does	 ﾠ not	 ﾠ engage	 ﾠ with	 ﾠ the	 ﾠ
viewer	 ﾠeither	 ﾠthrough	 ﾠdirect	 ﾠeye	 ﾠcontact	 ﾠand	 ﾠbehaviour.	 ﾠ	 ﾠ
	 ﾠ
Visual	 ﾠmodality,	 ﾠas	 ﾠa	 ﾠvariable,	 ﾠrelates	 ﾠto	 ﾠpictorial	 ﾠexpression	 ﾠin	 ﾠterms	 ﾠof	 ﾠcolour,	 ﾠ
representational	 ﾠdetail,	 ﾠdepth	 ﾠand	 ﾠtonal	 ﾠshades	 ﾠamongst	 ﾠother	 ﾠthings	 ﾠ(see	 ﾠVan	 ﾠ
Leeuwan	 ﾠand	 ﾠJewitt	 ﾠ2008,	 ﾠp.146).	 ﾠ	 ﾠDimensional	 ﾠreductions	 ﾠresult	 ﾠin	 ﾠan	 ﾠabstract	 ﾠ
utopian	 ﾠimage	 ﾠwhereas	 ﾠamplification	 ﾠof	 ﾠthe	 ﾠdimension	 ﾠproduces	 ﾠthe	 ﾠphoto-ﾭ‐real.	 ﾠ
This	 ﾠis	 ﾠthen	 ﾠrelated	 ﾠto	 ﾠsensory	 ﾠcoding	 ﾠorientation	 ﾠthat	 ﾠemphasises	 ﾠpleasure	 ﾠand	 ﾠ
disgust,	 ﾠ this	 ﾠ is	 ﾠ considered	 ﾠ as	 ﾠ the	 ﾠ ultimate	 ﾠ attempt	 ﾠ to	 ﾠ produce	 ﾠ an	 ﾠ image	 ﾠ that	 ﾠ
involves	 ﾠall	 ﾠthe	 ﾠsenses.	 ﾠTaking	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ2	 ﾠthis	 ﾠtime,	 ﾠwhat	 ﾠis	 ﾠrevealed	 ﾠ
is	 ﾠ Berber’s	 ﾠ far	 ﾠ social	 ﾠ distance	 ﾠ and	 ﾠ through	 ﾠ colour,	 ﾠ dimension	 ﾠ and	 ﾠ tonal	 ﾠ
amplification	 ﾠ Dix	 ﾠ exaggerates	 ﾠ it.	 ﾠ In	 ﾠ terms	 ﾠ of	 ﾠ symbolism	 ﾠ the	 ﾠ use	 ﾠ of	 ﾠ red	 ﾠ for	 ﾠ
Berber’s	 ﾠclothing	 ﾠand	 ﾠimmediate	 ﾠspace	 ﾠreveals	 ﾠhow	 ﾠDix	 ﾠperceives	 ﾠthis	 ﾠcharacter	 ﾠ
to	 ﾠbe	 ﾠaggressive,	 ﾠexciting,	 ﾠintense,	 ﾠpassionate,	 ﾠstrong	 ﾠand	 ﾠpowerful,	 ﾠall	 ﾠfactors	 ﾠ
that	 ﾠ are	 ﾠ verifiable	 ﾠ truths.	 ﾠ The	 ﾠ use	 ﾠ of	 ﾠ the	 ﾠ colour	 ﾠ red	 ﾠ also	 ﾠ reveals	 ﾠ the	 ﾠ artists	 ﾠ
preoccupation	 ﾠwith	 ﾠdeath	 ﾠand	 ﾠdestruction,	 ﾠviolence	 ﾠand	 ﾠwar,	 ﾠthemes	 ﾠthat	 ﾠrun	 ﾠ
consistently	 ﾠthrough	 ﾠboth	 ﾠthe	 ﾠlives	 ﾠof	 ﾠBerber	 ﾠand	 ﾠDix.	 ﾠ	 ﾠ
In	 ﾠ this	 ﾠ exploration	 ﾠ visual	 ﾠ modality	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ colour	 ﾠ is	 ﾠ extended	 ﾠ producing	 ﾠ
further	 ﾠ original	 ﾠ knowledge,	 ﾠ this	 ﾠ time	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ methodological	 ﾠ analysis.	 ﾠ
Current	 ﾠliterature	 ﾠfocuses	 ﾠon	 ﾠeither	 ﾠstyle	 ﾠthat	 ﾠmay	 ﾠinclude	 ﾠelements	 ﾠof	 ﾠcolour	 ﾠ
analysis	 ﾠor	 ﾠcortical	 ﾠprocessing	 ﾠof	 ﾠcolour.	 ﾠAn	 ﾠexample	 ﾠof	 ﾠthis	 ﾠis	 ﾠsensory	 ﾠcoding	 ﾠ
orientation	 ﾠ in	 ﾠ formal	 ﾠ (social-ﾭ‐semiotic)	 ﾠ analysis	 ﾠ (see	 ﾠ Van	 ﾠ Leeuwan	 ﾠ and	 ﾠ Jewitt	 ﾠ
2008;	 ﾠD’Alleva	 ﾠ2006).	 ﾠHowever	 ﾠthis	 ﾠfails	 ﾠto	 ﾠgo	 ﾠfar	 ﾠenough.	 ﾠThus,	 ﾠto	 ﾠfurther	 ﾠthe	 ﾠ
reliability	 ﾠof	 ﾠsuch	 ﾠanalysis,	 ﾠthis	 ﾠstudy	 ﾠincludes	 ﾠthe	 ﾠneurobiological	 ﾠprocessing	 ﾠof	 ﾠ
colour	 ﾠin	 ﾠterms	 ﾠof	 ﾠacuity,	 ﾠluminance,	 ﾠequiluminance	 ﾠand	 ﾠspatiality	 ﾠ(see	 ﾠsupra	 ﾠ
p.68	 ﾠ –	 ﾠ 73;	 ﾠ Livingstone	 ﾠ 2002,	 ﾠ pp.12	 ﾠ –	 ﾠ 99)	 ﾠ –	 ﾠ these	 ﾠ can	 ﾠ be	 ﾠ referred	 ﾠ to	 ﾠ as	 ﾠ the	 ﾠ	 ﾠ 69	 ﾠ
quantum	 ﾠ mechanics	 ﾠ of	 ﾠ colour	 ﾠ processing	 ﾠ and	 ﾠ also	 ﾠ form	 ﾠ part	 ﾠ of	 ﾠ contextual	 ﾠ
analysis.	 ﾠ	 ﾠ
Visual	 ﾠacuity	 ﾠis	 ﾠreduced	 ﾠin	 ﾠrelation	 ﾠto	 ﾠanything	 ﾠthat	 ﾠis	 ﾠnot	 ﾠthe	 ﾠcentre	 ﾠof	 ﾠgaze	 ﾠand	 ﾠ
thus	 ﾠfocused	 ﾠupon	 ﾠa	 ﾠgood	 ﾠexample	 ﾠof	 ﾠthis	 ﾠis	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ17,	 ﾠwhere	 ﾠthe	 ﾠ
focal	 ﾠpoint	 ﾠis	 ﾠthe	 ﾠface	 ﾠof	 ﾠthe	 ﾠchild.	 ﾠThis	 ﾠis	 ﾠbecause	 ﾠthe	 ﾠfovea	 ﾠ(part	 ﾠof	 ﾠthe	 ﾠretina)	 ﾠis	 ﾠ
specifically	 ﾠdesigned	 ﾠto	 ﾠhave	 ﾠthe	 ﾠhighest	 ﾠpossible	 ﾠacuity.	 ﾠFoveal	 ﾠvision	 ﾠis	 ﾠused	 ﾠto	 ﾠ
scrutinise	 ﾠ high	 ﾠ levels	 ﾠ of	 ﾠ fine	 ﾠ detail,	 ﾠ peripheral	 ﾠ vision	 ﾠ is	 ﾠ used	 ﾠ to	 ﾠ organise	 ﾠ the	 ﾠ
spatial	 ﾠscene,	 ﾠview	 ﾠlarge	 ﾠobjects	 ﾠand	 ﾠdetect,	 ﾠby	 ﾠtaking	 ﾠin	 ﾠcoarser	 ﾠinformation,	 ﾠ
where	 ﾠ to	 ﾠ direct	 ﾠ foveal	 ﾠ vision	 ﾠ (Livingstone	 ﾠ 2002,	 ﾠ pp.68	 ﾠ –	 ﾠ 69).	 ﾠ Appendix	 ﾠ one,	 ﾠ
figures	 ﾠ11,	 ﾠ17,	 ﾠ18	 ﾠand	 ﾠ19	 ﾠare	 ﾠvalid	 ﾠinstances	 ﾠin	 ﾠwhich	 ﾠperipheral	 ﾠvision	 ﾠbecomes	 ﾠ
less	 ﾠobviously	 ﾠimportant	 ﾠand	 ﾠvery	 ﾠoften	 ﾠDix	 ﾠ(and	 ﾠhis	 ﾠcontemporaries	 ﾠGrosz	 ﾠand	 ﾠ
Schad)	 ﾠ used	 ﾠ single	 ﾠ or	 ﾠ multi-ﾭ‐area	 ﾠ focal	 ﾠ points	 ﾠ in	 ﾠ their	 ﾠ paintings	 ﾠ with	 ﾠ the	 ﾠ
backgrounds	 ﾠbeing	 ﾠsubjugated	 ﾠto	 ﾠa	 ﾠmere	 ﾠcollateral	 ﾠstate	 ﾠperhaps	 ﾠbecause	 ﾠit	 ﾠis	 ﾠ
the	 ﾠ subject	 ﾠ that	 ﾠ requires	 ﾠ immediate	 ﾠ attention	 ﾠ in	 ﾠ ‘their’	 ﾠ personal	 ﾠ reality(ies)	 ﾠ
rather	 ﾠthan	 ﾠthe	 ﾠsurroundings.	 ﾠ	 ﾠThis	 ﾠissue	 ﾠis	 ﾠexplored	 ﾠin	 ﾠrelation	 ﾠto	 ﾠhis	 ﾠartworks	 ﾠ
in	 ﾠchapter	 ﾠfour.	 ﾠ	 ﾠ
Taking	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ17	 ﾠagain	 ﾠbut	 ﾠthis	 ﾠtime	 ﾠwith	 ﾠa	 ﾠdifferent	 ﾠfocal	 ﾠpoint,	 ﾠfor	 ﾠ
argument	 ﾠsake,	 ﾠthe	 ﾠface	 ﾠof	 ﾠthe	 ﾠdoll	 ﾠhanging	 ﾠin	 ﾠthe	 ﾠbackground;	 ﾠthe	 ﾠeye	 ﾠis	 ﾠforced	 ﾠ
to	 ﾠreturn	 ﾠto	 ﾠthe	 ﾠchild’s	 ﾠface.	 ﾠFrom	 ﾠthis	 ﾠit	 ﾠcan	 ﾠbe	 ﾠdeduced	 ﾠthat	 ﾠSchad	 ﾠintended	 ﾠall	 ﾠ
else	 ﾠto	 ﾠbe	 ﾠsubjugated,	 ﾠthis	 ﾠstriking	 ﾠcentral	 ﾠfocus	 ﾠachieved	 ﾠthrough	 ﾠwhite-ﾭ‐light	 ﾠ
produced	 ﾠthrough	 ﾠtechnique	 ﾠ(style)	 ﾠand	 ﾠcolour	 ﾠmanages	 ﾠto	 ﾠmanipulate	 ﾠthe	 ﾠway	 ﾠ
in	 ﾠwhich	 ﾠthe	 ﾠviewer	 ﾠviews	 ﾠand	 ﾠtherefore	 ﾠperceives	 ﾠthe	 ﾠimage	 ﾠ–	 ﾠthis	 ﾠreveals	 ﾠthe	 ﾠ
importance	 ﾠSchad	 ﾠplaced	 ﾠon	 ﾠhis	 ﾠsubjects	 ﾠalbeit	 ﾠthis	 ﾠhappens	 ﾠto	 ﾠbe	 ﾠhis	 ﾠson.	 ﾠIt	 ﾠis	 ﾠ
evidence	 ﾠsuch	 ﾠas	 ﾠthis	 ﾠthat	 ﾠlends	 ﾠsupport	 ﾠand	 ﾠhelps	 ﾠmap	 ﾠthe	 ﾠeducative	 ﾠconstraints	 ﾠ
in	 ﾠwhich	 ﾠDix	 ﾠexisted.	 ﾠIt	 ﾠis	 ﾠalso	 ﾠrevelatory	 ﾠin	 ﾠterms	 ﾠof	 ﾠhis	 ﾠeducational	 ﾠtrajectory,	 ﾠ
his	 ﾠreflexive-ﾭ‐self	 ﾠand	 ﾠthe	 ﾠstrategies	 ﾠhe	 ﾠused	 ﾠto	 ﾠeducate	 ﾠthose	 ﾠaround	 ﾠhim.	 ﾠ	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Luminance	 ﾠis	 ﾠthe	 ﾠuse	 ﾠof	 ﾠcolour	 ﾠto	 ﾠconsume	 ﾠand	 ﾠemit	 ﾠor	 ﾠreflect	 ﾠlight	 ﾠin	 ﾠorder	 ﾠto	 ﾠ
create	 ﾠorganic	 ﾠrepresentation	 ﾠof	 ﾠthe	 ﾠintensity	 ﾠcreated	 ﾠby	 ﾠnatural	 ﾠlight	 ﾠin	 ﾠa	 ﾠreal	 ﾠ
scene	 ﾠ for	 ﾠ example	 ﾠ gradual	 ﾠ shifts	 ﾠ in	 ﾠ background	 ﾠ luminance	 ﾠ result	 ﾠ in	 ﾠ greater	 ﾠ
foreground	 ﾠluminance	 ﾠsimply	 ﾠbecause	 ﾠthe	 ﾠhuman	 ﾠvisual	 ﾠsystem	 ﾠanalyses	 ﾠa	 ﾠscene	 ﾠ
in	 ﾠparts	 ﾠ(see	 ﾠgenerally	 ﾠLivingstone	 ﾠ2002,	 ﾠp.61	 ﾠ–	 ﾠ63).	 ﾠ	 ﾠ	 ﾠ 70	 ﾠ
	 ﾠ
There	 ﾠare	 ﾠthree	 ﾠstages	 ﾠin	 ﾠthe	 ﾠprocessing	 ﾠof	 ﾠvisual	 ﾠinformation	 ﾠby	 ﾠthe	 ﾠhuman	 ﾠ
visual	 ﾠ system	 ﾠ first	 ﾠ the	 ﾠ ‘centre/surround	 ﾠ cells	 ﾠ in	 ﾠ the	 ﾠ retina	 ﾠ and	 ﾠ midbrain	 ﾠ are	 ﾠ
excited	 ﾠby	 ﾠinputs	 ﾠfrom	 ﾠsome	 ﾠphotoreceptors	 ﾠand	 ﾠsuppressed	 ﾠby	 ﾠadjacent	 ﾠones’	 ﾠ
second	 ﾠ the	 ﾠ ‘centre:	 ﾠ in	 ﾠ primary	 ﾠ visual	 ﾠ cortex	 ﾠ (in	 ﾠ the	 ﾠ brain),	 ﾠ groups	 ﾠ of	 ﾠ several	 ﾠ
centre/surround	 ﾠcells	 ﾠwith	 ﾠaligned	 ﾠreceptive	 ﾠfields	 ﾠcreate	 ﾠorientation-ﾭ‐selective	 ﾠ
cells	 ﾠthat	 ﾠrespond	 ﾠto	 ﾠoriented	 ﾠcontours,	 ﾠor	 ﾠedges’	 ﾠand	 ﾠthird	 ﾠthe	 ﾠ‘bottom:	 ﾠat	 ﾠthe	 ﾠ
subsequent	 ﾠprocessing	 ﾠstages,	 ﾠinputs	 ﾠfrom	 ﾠseveral	 ﾠorientated	 ﾠcells	 ﾠare	 ﾠintegrated	 ﾠ
to	 ﾠgenerate	 ﾠresponsivity	 ﾠto	 ﾠextended	 ﾠcontours,	 ﾠor	 ﾠto	 ﾠdiscontinuous	 ﾠor	 ﾠoccluded	 ﾠ
contours’	 ﾠ(Livingstone	 ﾠ2002,	 ﾠp.63).	 ﾠ	 ﾠ
	 ﾠ
Another	 ﾠgood	 ﾠexample	 ﾠof	 ﾠhow	 ﾠthe	 ﾠselective	 ﾠsensitivity	 ﾠof	 ﾠthe	 ﾠvisual	 ﾠsystem	 ﾠis	 ﾠ
manipulated	 ﾠis	 ﾠworks	 ﾠof	 ﾠart	 ﾠthat	 ﾠcontain	 ﾠartificial	 ﾠlines	 ﾠdenoting	 ﾠboundaries	 ﾠor	 ﾠ
borders	 ﾠbetween	 ﾠtwo	 ﾠregions	 ﾠpromoting	 ﾠan	 ﾠarbitrary	 ﾠsegregation	 ﾠof	 ﾠthe	 ﾠobject	 ﾠor	 ﾠ
subject	 ﾠfrom	 ﾠthe	 ﾠreal	 ﾠworld	 ﾠ(in	 ﾠterms	 ﾠof	 ﾠcolour),	 ﾠand	 ﾠarguably	 ﾠthe	 ﾠreal	 ﾠworld	 ﾠ
from	 ﾠitself.	 ﾠIn	 ﾠcontrast,	 ﾠequiluminance	 ﾠconcerns	 ﾠthe	 ﾠuse	 ﾠof	 ﾠparticular	 ﾠcolours	 ﾠto	 ﾠ
generate	 ﾠ a	 ﾠ sense	 ﾠ of	 ﾠ motion,	 ﾠ vibration	 ﾠ or	 ﾠ eerie	 ﾠ quality	 ﾠ –	 ﾠ the	 ﾠ artworks	 ﾠ of	 ﾠ the	 ﾠ
French	 ﾠ artist	 ﾠ Henri	 ﾠ Émile	 ﾠ Benoît	 ﾠ Matisse	 ﾠ (1869	 ﾠ –	 ﾠ 1954)	 ﾠ were	 ﾠ particularly	 ﾠ
successful	 ﾠin	 ﾠthis	 ﾠrespect.	 ﾠThis	 ﾠis	 ﾠachieved	 ﾠby	 ﾠequalizing	 ﾠluminance	 ﾠvalues	 ﾠof	 ﾠthe	 ﾠ
colours	 ﾠso	 ﾠthat	 ﾠthe	 ﾠpart	 ﾠof	 ﾠthe	 ﾠvisual	 ﾠsystem	 ﾠthat	 ﾠdeals	 ﾠwith	 ﾠdepth,	 ﾠfigure	 ﾠground	 ﾠ
segregation,	 ﾠmotion,	 ﾠposition,	 ﾠand	 ﾠspace	 ﾠis	 ﾠunable	 ﾠto	 ﾠdistinguish	 ﾠbetween	 ﾠthem	 ﾠ
but	 ﾠthe	 ﾠpart	 ﾠof	 ﾠthe	 ﾠbrain	 ﾠthat	 ﾠdeals	 ﾠwith	 ﾠrecognition	 ﾠof	 ﾠcolour,	 ﾠobjects,	 ﾠpeople	 ﾠand	 ﾠ
detail	 ﾠstill	 ﾠcan.	 ﾠThe	 ﾠequiluminance	 ﾠof	 ﾠan	 ﾠartwork	 ﾠwill	 ﾠbe	 ﾠaffected	 ﾠby	 ﾠits	 ﾠphysical	 ﾠ
location,	 ﾠhence	 ﾠworks	 ﾠof	 ﾠart	 ﾠthat	 ﾠwere	 ﾠproduced	 ﾠto	 ﾠadorn	 ﾠparticular	 ﾠphysical	 ﾠ
localities	 ﾠmust	 ﾠbe	 ﾠviewed	 ﾠwithin	 ﾠthem	 ﾠor	 ﾠat	 ﾠleast	 ﾠin	 ﾠan	 ﾠarena	 ﾠwhere	 ﾠthe	 ﾠlighting	 ﾠ
conditions	 ﾠ are	 ﾠ the	 ﾠ same	 ﾠ otherwise	 ﾠ the	 ﾠ effect	 ﾠ is	 ﾠ lost.	 ﾠ Both	 ﾠ are	 ﾠ important	 ﾠ and	 ﾠ
related	 ﾠconcepts;	 ﾠat	 ﾠthe	 ﾠvery	 ﾠbasic	 ﾠthey	 ﾠevidence	 ﾠthe	 ﾠprocesses/operations	 ﾠin	 ﾠthe	 ﾠ
way	 ﾠ that	 ﾠ the	 ﾠ brain	 ﾠ manages	 ﾠ vision,	 ﾠ and	 ﾠ where	 ﾠ analysis	 ﾠ is	 ﾠ concerned	 ﾠ
understanding	 ﾠ the	 ﾠ importance	 ﾠ and	 ﾠ irrelevance	 ﾠ of	 ﾠ colour	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ visual	 ﾠ
perception.	 ﾠ Often,	 ﾠ analysis	 ﾠ and	 ﾠ discussion	 ﾠ of	 ﾠ colour	 ﾠ in	 ﾠ art	 ﾠ disregards	 ﾠ the	 ﾠ
neurobiology	 ﾠ of	 ﾠ colour	 ﾠ therefore	 ﾠ lagging	 ﾠ behind	 ﾠ other	 ﾠ forms	 ﾠ of	 ﾠ historical	 ﾠ
criticism	 ﾠfor	 ﾠexample	 ﾠthe	 ﾠrecognition	 ﾠof	 ﾠfaces	 ﾠand	 ﾠobjects	 ﾠand	 ﾠperceiving	 ﾠcolour	 ﾠ
depends	 ﾠ on	 ﾠ colour	 ﾠ and	 ﾠ vision,	 ﾠ in	 ﾠ contrast	 ﾠ depth,	 ﾠ motion,	 ﾠ figure/ground	 ﾠ	 ﾠ 71	 ﾠ
segregation	 ﾠand	 ﾠpositional	 ﾠinformation	 ﾠdo	 ﾠnot	 ﾠ(see	 ﾠgenerally	 ﾠLivingstone	 ﾠ2002,	 ﾠ
p.46).	 ﾠ Thus,	 ﾠ the	 ﾠ effect	 ﾠ or	 ﾠ perception	 ﾠ created	 ﾠ through	 ﾠ the	 ﾠ use	 ﾠ and	 ﾠ non-ﾭ‐use	 ﾠ of	 ﾠ
colour	 ﾠare	 ﾠvery	 ﾠimportant,	 ﾠthe	 ﾠissue	 ﾠis	 ﾠfurther	 ﾠconfounded	 ﾠby	 ﾠhow	 ﾠvisually	 ﾠacute	 ﾠ
the	 ﾠwork	 ﾠof	 ﾠart	 ﾠis.	 ﾠLivingstone	 ﾠargues	 ﾠthat	 ﾠscientifically	 ﾠ	 ﾠ
vision	 ﾠ is	 ﾠ information	 ﾠ processing	 ﾠ and	 ﾠ not	 ﾠ image	 ﾠ transmission	 ﾠ
[because	 ﾠthe	 ﾠaction	 ﾠof	 ﾠneurons	 ﾠin	 ﾠcalculating	 ﾠor	 ﾠoperating	 ﾠwhat	 ﾠthere	 ﾠ
is	 ﾠout	 ﾠthere	 ﾠin	 ﾠthe	 ﾠworld	 ﾠis	 ﾠbased	 ﾠupon	 ﾠinput	 ﾠsignals]	 ﾠ(2002,	 ﾠp.53).	 ﾠ	 ﾠ	 ﾠ
Subjective	 ﾠexperience	 ﾠevidences	 ﾠthe	 ﾠeducative	 ﾠwhen	 ﾠharnessed	 ﾠthrough	 ﾠthe	 ﾠlife-ﾭ‐
narrative	 ﾠand	 ﾠspecifically	 ﾠwithin	 ﾠthis	 ﾠstudy	 ﾠthe	 ﾠlife	 ﾠof	 ﾠthis	 ﾠverist.	 ﾠLivingstone	 ﾠ
argues	 ﾠthat	 ﾠ	 ﾠ
experience	 ﾠis	 ﾠsimply	 ﾠa	 ﾠmanifestation	 ﾠof	 ﾠa	 ﾠparticular	 ﾠcombination	 ﾠof	 ﾠ
neurons	 ﾠwithin	 ﾠthe	 ﾠbrain	 ﾠsignaling	 ﾠor	 ﾠnot	 ﾠsignaling	 ﾠ(2002,	 ﾠp.33).	 ﾠ
Then	 ﾠit	 ﾠmust	 ﾠbe	 ﾠtaken	 ﾠthat	 ﾠthis	 ﾠneurological	 ﾠresponse,	 ﾠwhich	 ﾠstructures	 ﾠaction	 ﾠor	 ﾠ
inaction,	 ﾠhas	 ﾠa	 ﾠstructured	 ﾠand	 ﾠstructuring	 ﾠparadigmatic	 ﾠrelationship	 ﾠwith	 ﾠthe	 ﾠ
ontological	 ﾠ and	 ﾠ outside	 ﾠ worlds;	 ﾠ for	 ﾠ instance	 ﾠ the	 ﾠ use	 ﾠ of	 ﾠ a	 ﾠ particular	 ﾠ colour	 ﾠ to	 ﾠ
represent	 ﾠemotion,	 ﾠhere	 ﾠthe	 ﾠcolour	 ﾠred	 ﾠis	 ﾠa	 ﾠgood	 ﾠexample;	 ﾠChinese	 ﾠpeople	 ﾠuse	 ﾠ
this	 ﾠcolour	 ﾠas	 ﾠa	 ﾠsymbol	 ﾠof	 ﾠgood	 ﾠluck	 ﾠand	 ﾠprosperity	 ﾠwhereas	 ﾠin	 ﾠwestern	 ﾠculture	 ﾠ
the	 ﾠsame	 ﾠcolour	 ﾠoften	 ﾠdenotes,	 ﾠamongst	 ﾠother	 ﾠthings,	 ﾠanger,	 ﾠdanger	 ﾠand	 ﾠlust.	 ﾠ
Neurological	 ﾠresponses,	 ﾠwhich	 ﾠare	 ﾠbased	 ﾠupon	 ﾠmemories	 ﾠfrom	 ﾠthe	 ﾠfrontal	 ﾠlobes	 ﾠ
of	 ﾠthe	 ﾠbrain,	 ﾠare	 ﾠinitiated	 ﾠand	 ﾠthe	 ﾠresult	 ﾠof	 ﾠwhich	 ﾠis	 ﾠto	 ﾠstructure	 ﾠpractice	 ﾠand	 ﾠthat	 ﾠ
in	 ﾠturn	 ﾠstructures	 ﾠthe	 ﾠparadigms	 ﾠthat	 ﾠform	 ﾠthe	 ﾠontological	 ﾠand	 ﾠoutside	 ﾠworlds.	 ﾠ
Thus,	 ﾠ a	 ﾠ universal	 ﾠ universality	 ﾠ (as	 ﾠ per	 ﾠ Jean-ﾭ‐Paul	 ﾠ Satre;	 ﾠ context	 ﾠ through	 ﾠ realist	 ﾠ
assumption)	 ﾠwhen	 ﾠextrapolated	 ﾠwith	 ﾠneurobiological	 ﾠexplanations	 ﾠof	 ﾠpractice	 ﾠ
(action	 ﾠor	 ﾠinaction)	 ﾠpresents	 ﾠa	 ﾠmore	 ﾠreliable	 ﾠargument	 ﾠthat	 ﾠaids	 ﾠunderstanding	 ﾠ
of	 ﾠhuman	 ﾠbehaviour	 ﾠfor	 ﾠontological	 ﾠpurposes.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠthis	 ﾠstudy	 ﾠit	 ﾠhelps	 ﾠ
explore	 ﾠthe	 ﾠinfluences	 ﾠon	 ﾠOtto	 ﾠDix’s	 ﾠeducational	 ﾠtrajectory	 ﾠand	 ﾠthe	 ﾠrelationship	 ﾠ
of	 ﾠthese	 ﾠwith	 ﾠthe	 ﾠstrategies	 ﾠhe	 ﾠused	 ﾠto	 ﾠnavigate	 ﾠthrough	 ﾠthe	 ﾠmilieu	 ﾠof	 ﾠhis	 ﾠlife.	 ﾠ	 ﾠ
The	 ﾠfinal	 ﾠelement	 ﾠin	 ﾠthe	 ﾠanalysis	 ﾠof	 ﾠcolour,	 ﾠwhere	 ﾠrelevant,	 ﾠis	 ﾠspatiality.	 ﾠImages	 ﾠ
that	 ﾠ contain	 ﾠ far	 ﾠ more	 ﾠ coarse	 ﾠ information	 ﾠ for	 ﾠ example	 ﾠ items	 ﾠ are	 ﾠ presented	 ﾠ
peripherally	 ﾠor	 ﾠtransiently,	 ﾠthis	 ﾠallows	 ﾠthe	 ﾠbrain	 ﾠto	 ﾠcomplete	 ﾠthe	 ﾠimage	 ﾠthrough	 ﾠ	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a	 ﾠprocess	 ﾠreferred	 ﾠto	 ﾠas	 ﾠillusory	 ﾠconjunction.	 ﾠIt	 ﾠis	 ﾠthe	 ﾠperipheral	 ﾠand	 ﾠnot	 ﾠcentral	 ﾠ
vision	 ﾠ(foveal	 ﾠvision)	 ﾠthat	 ﾠdeals	 ﾠwith	 ﾠthe	 ﾠcoarser	 ﾠinformation	 ﾠand	 ﾠorganizing	 ﾠthe	 ﾠ
spatial	 ﾠscene,	 ﾠthis	 ﾠincludes	 ﾠviewing	 ﾠlarge	 ﾠobjects	 ﾠand	 ﾠdirecting	 ﾠthe	 ﾠcentre	 ﾠof	 ﾠgaze	 ﾠ
(foveal	 ﾠvision).	 ﾠAnalysis	 ﾠof	 ﾠthe	 ﾠspatial	 ﾠscene	 ﾠcan	 ﾠaid	 ﾠa	 ﾠhumanistic	 ﾠinterpretation	 ﾠ
of	 ﾠan	 ﾠartwork	 ﾠbecause	 ﾠit	 ﾠtargets	 ﾠthe	 ﾠpsychology	 ﾠthat	 ﾠaccompanies	 ﾠor	 ﾠunderpins	 ﾠ
the	 ﾠimage	 ﾠunder	 ﾠscrutiny.	 ﾠ	 ﾠ
Spatial	 ﾠprecision	 ﾠresults	 ﾠin	 ﾠthe	 ﾠloss	 ﾠof	 ﾠtransience	 ﾠbecause	 ﾠof	 ﾠits	 ﾠincompatibility	 ﾠ
with	 ﾠ a	 ﾠ single	 ﾠ glance	 ﾠ or	 ﾠ fleeting	 ﾠ moment.	 ﾠ Livingstone	 ﾠ (2002,	 ﾠ p.76)	 ﾠ discusses	 ﾠ
spatial	 ﾠimprecision	 ﾠand	 ﾠthe	 ﾠresultant	 ﾠeffect	 ﾠon	 ﾠthe	 ﾠhuman	 ﾠvisual	 ﾠsystem	 ﾠbut	 ﾠonly	 ﾠ
in	 ﾠterms	 ﾠof	 ﾠmass	 ﾠdetail	 ﾠwith	 ﾠexamples	 ﾠfrom	 ﾠthe	 ﾠworks	 ﾠof	 ﾠthe	 ﾠFrench	 ﾠpainters	 ﾠ
Nicolas	 ﾠ Poussin	 ﾠ (1594	 ﾠ –	 ﾠ 1665)	 ﾠ (appendix	 ﾠ one,	 ﾠ figure	 ﾠ 20)	 ﾠ and	 ﾠ Claude	 ﾠ Monet	 ﾠ
(1840	 ﾠ –	 ﾠ 1926)	 ﾠ (appendix	 ﾠ one,	 ﾠ figure	 ﾠ 21).	 ﾠ Similar	 ﾠ examples	 ﾠ of	 ﾠ this	 ﾠ are	 ﾠ easily	 ﾠ
found	 ﾠ in	 ﾠ Dix’s	 ﾠ artworks	 ﾠ (see	 ﾠ appendix	 ﾠ one,	 ﾠ figures	 ﾠ 13	 ﾠ and	 ﾠ 14).	 ﾠ However	 ﾠ
Livingstone	 ﾠfails	 ﾠto	 ﾠdistinguish	 ﾠthose	 ﾠimages	 ﾠthat	 ﾠare	 ﾠless	 ﾠspatially	 ﾠprecise	 ﾠfor	 ﾠ
example	 ﾠthey	 ﾠcontain	 ﾠless	 ﾠobjects/subjects,	 ﾠand	 ﾠthe	 ﾠeffect	 ﾠof	 ﾠthe	 ﾠsame.	 ﾠAn	 ﾠimage	 ﾠ
that	 ﾠis	 ﾠquasi	 ﾠspatially	 ﾠprecise	 ﾠretains	 ﾠa	 ﾠlevel	 ﾠof	 ﾠdelayed-ﾭ‐transience	 ﾠand	 ﾠtherefore	 ﾠ
also	 ﾠreveals	 ﾠan	 ﾠadditional	 ﾠvisual	 ﾠeffect	 ﾠfor	 ﾠinstance	 ﾠin	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ22	 ﾠthe	 ﾠ
viewers	 ﾠ foveal	 ﾠ vision	 ﾠ is	 ﾠ directed	 ﾠ first	 ﾠ towards	 ﾠ the	 ﾠ open	 ﾠ wound	 ﾠ whilst	 ﾠ the	 ﾠ
peripheral	 ﾠvision	 ﾠdirects	 ﾠthe	 ﾠfoveal	 ﾠvision	 ﾠtowards	 ﾠthe	 ﾠmedical	 ﾠstaff	 ﾠand	 ﾠfinally	 ﾠ
towards	 ﾠthe	 ﾠinstruments,	 ﾠthis	 ﾠdelay	 ﾠin	 ﾠexperiencing	 ﾠtransience	 ﾠallows	 ﾠa	 ﾠmore	 ﾠ
lengthy	 ﾠ preservation	 ﾠ or	 ﾠ experience	 ﾠ of	 ﾠ the	 ﾠ fleeting	 ﾠ moment	 ﾠ and	 ﾠ allows	 ﾠ the	 ﾠ
viewer	 ﾠto	 ﾠdetermine	 ﾠthat	 ﾠthe	 ﾠscene	 ﾠdepicts	 ﾠwhat	 ﾠwas	 ﾠtermed	 ﾠan	 ﾠoperation	 ﾠalbeit	 ﾠ
this	 ﾠhas	 ﾠbeen	 ﾠsubsequently	 ﾠquestioned	 ﾠ(see	 ﾠSingh	 ﾠLanda	 ﾠ2012,	 ﾠp.94	 ﾠ-ﾭ‐	 ﾠ109).	 ﾠ
The	 ﾠbrief	 ﾠdiscussion	 ﾠsurrounding	 ﾠfigure	 ﾠ22	 ﾠ(appendix	 ﾠone)	 ﾠcentred	 ﾠon	 ﾠspatial-ﾭ‐
distraction	 ﾠas	 ﾠan	 ﾠelement	 ﾠof	 ﾠthe	 ﾠeffect	 ﾠspatiality	 ﾠas	 ﾠpart	 ﾠof	 ﾠthe	 ﾠneurobiological	 ﾠ
colour	 ﾠ investigation	 ﾠ has	 ﾠ on,	 ﾠ amongst	 ﾠ other	 ﾠ things,	 ﾠ the	 ﾠ meanings	 ﾠ ascribed	 ﾠ to	 ﾠ
works	 ﾠof	 ﾠart.	 ﾠDeep	 ﾠanalysis	 ﾠsuch	 ﾠas	 ﾠthis	 ﾠreveals	 ﾠthe	 ﾠparadigmatic	 ﾠconnection	 ﾠ
between	 ﾠ the	 ﾠ works	 ﾠ of	 ﾠ art	 ﾠ and	 ﾠ the	 ﾠ ideologies	 ﾠ of	 ﾠ the	 ﾠ artist.	 ﾠ This	 ﾠ is	 ﾠ of	 ﾠ great	 ﾠ
relevance	 ﾠto	 ﾠthe	 ﾠexplanation	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠGermany	 ﾠduring	 ﾠDix’s	 ﾠlife,	 ﾠhis	 ﾠ
educational	 ﾠ trajectory,	 ﾠ reflexive-ﾭ‐self	 ﾠ and	 ﾠ the	 ﾠ strategies	 ﾠ he	 ﾠ used	 ﾠ to	 ﾠ educate	 ﾠ
others,	 ﾠbecause	 ﾠhe	 ﾠreveals	 ﾠits	 ﾠstate	 ﾠfrom	 ﾠthe	 ﾠperception	 ﾠof	 ﾠthe	 ﾠlearner.	 ﾠ	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This	 ﾠ analysis	 ﾠ is	 ﾠ then	 ﾠ extrapolated	 ﾠ against	 ﾠ the	 ﾠ connection	 ﾠ with	 ﾠ the	 ﾠ relative	 ﾠ
physical	 ﾠlocation	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠwork	 ﾠwould	 ﾠhave	 ﾠbeen,	 ﾠor	 ﾠwas	 ﾠintended	 ﾠto	 ﾠhave	 ﾠ
been,	 ﾠ displayed.	 ﾠ This	 ﾠ allows	 ﾠ the	 ﾠ intended	 ﾠ perception	 ﾠ to	 ﾠ be	 ﾠ harnessed.	 ﾠ For	 ﾠ
example	 ﾠ the	 ﾠ Mona	 ﾠ Lisa	 ﾠ is	 ﾠ thought	 ﾠ to	 ﾠ be	 ﾠ a	 ﾠ painting	 ﾠ of	 ﾠ wife	 ﾠ (Lisa	 ﾠ Gherardini	 ﾠ
Giocondo)	 ﾠ of	 ﾠ a	 ﾠ wealthy	 ﾠ Folorentine	 ﾠ Merchant	 ﾠ Francesco	 ﾠ del	 ﾠ Giocondo,	 ﾠ was	 ﾠ
perhaps	 ﾠnever	 ﾠintended	 ﾠto	 ﾠhave	 ﾠbeen	 ﾠdisplayed	 ﾠand	 ﾠthus	 ﾠviewed	 ﾠin	 ﾠNapoléon	 ﾠ
Bonaparte’s	 ﾠbedroom	 ﾠnor	 ﾠthe	 ﾠLouvre	 ﾠMuseum.	 ﾠIt	 ﾠis	 ﾠknown	 ﾠthat	 ﾠLeonardo	 ﾠDe	 ﾠ
Vinci	 ﾠbegan	 ﾠpainting	 ﾠthis	 ﾠin	 ﾠ1503	 ﾠin	 ﾠFlorence,	 ﾠhe	 ﾠcontinued	 ﾠto	 ﾠwork	 ﾠon	 ﾠthe	 ﾠMona	 ﾠ
Lisa	 ﾠ through	 ﾠ 1506	 ﾠ and	 ﾠ retained	 ﾠ it	 ﾠ until	 ﾠ his	 ﾠ demise	 ﾠ in	 ﾠ 1519.	 ﾠ Contrary	 ﾠ to	 ﾠ the	 ﾠ
thoughts	 ﾠof	 ﾠThomas	 ﾠYoung	 ﾠ(1773	 ﾠ–	 ﾠ1829)	 ﾠthe	 ﾠnature	 ﾠof	 ﾠlight	 ﾠis	 ﾠimportant	 ﾠto	 ﾠ
understanding	 ﾠlife	 ﾠand	 ﾠthe	 ﾠpractice	 ﾠof	 ﾠthe	 ﾠarts	 ﾠbecause	 ﾠof	 ﾠthe	 ﾠontological	 ﾠlessons	 ﾠ
imbued	 ﾠwithin	 ﾠthe	 ﾠnarrative	 ﾠ(see	 ﾠgenerally:	 ﾠYoung	 ﾠ1845	 ﾠp.359).	 ﾠ	 ﾠ
Furthermore,	 ﾠ the	 ﾠ physical	 ﾠ location	 ﾠ of	 ﾠ the	 ﾠ painting	 ﾠ affects	 ﾠ luminant	 ﾠ and	 ﾠ
equiluminant	 ﾠqualities,	 ﾠand	 ﾠtherefore	 ﾠits	 ﾠfocal	 ﾠpoint,	 ﾠits	 ﾠspatiality	 ﾠand	 ﾠtherefore	 ﾠ
its	 ﾠacuity.	 ﾠEssentially,	 ﾠhow	 ﾠlight	 ﾠcreates	 ﾠvastly	 ﾠdifferent	 ﾠperceptions	 ﾠwhich	 ﾠmay	 ﾠ
result	 ﾠin	 ﾠexplanations	 ﾠthrough	 ﾠperception	 ﾠdifferent	 ﾠto	 ﾠthat	 ﾠwhich	 ﾠthat	 ﾠartist	 ﾠmay	 ﾠ
have	 ﾠintended	 ﾠeven	 ﾠwhere	 ﾠformally	 ﾠand	 ﾠcontextually	 ﾠanalysed,	 ﾠthus	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠ
original	 ﾠknowledge	 ﾠis	 ﾠalso	 ﾠproduced	 ﾠin	 ﾠrelation	 ﾠto	 ﾠthis	 ﾠwherever	 ﾠpossible.	 ﾠ	 ﾠ
	 ﾠ
Formal	 ﾠand	 ﾠcontextual	 ﾠanalysis	 ﾠ(see	 ﾠD’Alleva	 ﾠ2006,	 ﾠpp.47	 ﾠ–	 ﾠ68)	 ﾠare	 ﾠimportant	 ﾠin	 ﾠ
aiding	 ﾠ further	 ﾠ insight	 ﾠ into	 ﾠ the	 ﾠ educative	 ﾠ because	 ﾠ of	 ﾠ the	 ﾠ way	 ﾠ in	 ﾠ which	 ﾠ they	 ﾠ
highlight	 ﾠthe	 ﾠconnection	 ﾠbetween	 ﾠsocial	 ﾠcontexts	 ﾠas	 ﾠmutually	 ﾠconstituting	 ﾠfields	 ﾠ
and	 ﾠbundles	 ﾠof	 ﾠrelations	 ﾠto	 ﾠthe	 ﾠartworks	 ﾠgrounding	 ﾠthem	 ﾠwithin	 ﾠtheir	 ﾠcultural,	 ﾠ
social,	 ﾠspiritual	 ﾠand	 ﾠhistorical	 ﾠepoch,	 ﾠthus	 ﾠquestions	 ﾠrelating	 ﾠto	 ﾠthe	 ﾠproduction	 ﾠof	 ﾠ
the	 ﾠworks	 ﾠfor	 ﾠinstance	 ﾠwhether	 ﾠit	 ﾠwas	 ﾠcommissioned,	 ﾠthe	 ﾠtime	 ﾠand	 ﾠplace	 ﾠit	 ﾠwas	 ﾠ
produced,	 ﾠ whether	 ﾠ it	 ﾠ was	 ﾠ published	 ﾠ under	 ﾠ the	 ﾠ responsibility	 ﾠ of	 ﾠ the	 ﾠ artist	 ﾠ or	 ﾠ
posthumously	 ﾠ for	 ﾠ instance	 ﾠ analyzing	 ﾠ the	 ﾠ reasons	 ﾠ why	 ﾠ an	 ﾠ artist	 ﾠ may	 ﾠ have	 ﾠ
purposefully	 ﾠ withheld	 ﾠ the	 ﾠ work	 ﾠ from	 ﾠ publication,	 ﾠ and	 ﾠ the	 ﾠ messages	 ﾠ being	 ﾠ
conveyed	 ﾠfor	 ﾠexample	 ﾠthe	 ﾠallegorical,	 ﾠsocial	 ﾠor	 ﾠpolitical,	 ﾠand	 ﾠits	 ﾠcompositional	 ﾠ
unity	 ﾠ (see	 ﾠ Berger	 ﾠ 1972,	 ﾠ p.13)	 ﾠ are	 ﾠ posed	 ﾠ in	 ﾠ order	 ﾠ to	 ﾠ reveal	 ﾠ how	 ﾠ the	 ﾠ artist’s	 ﾠ
location	 ﾠalso	 ﾠshaped	 ﾠtheir	 ﾠactions.	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If,	 ﾠas	 ﾠit	 ﾠis	 ﾠpostulated	 ﾠin	 ﾠthis	 ﾠstudy,	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠcan	 ﾠfacilitate	 ﾠan	 ﾠ
alternative	 ﾠ exploration	 ﾠ of	 ﾠ the	 ﾠ contemporary	 ﾠ notion	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ and	 ﾠ its	 ﾠ
effect	 ﾠwithin	 ﾠa	 ﾠparticular	 ﾠcultural	 ﾠor	 ﾠepochal	 ﾠsetting	 ﾠthen	 ﾠit	 ﾠis	 ﾠalso	 ﾠcontended	 ﾠ
that	 ﾠthe	 ﾠuse	 ﾠof	 ﾠthese	 ﾠapproaches	 ﾠaids	 ﾠthe	 ﾠcreation	 ﾠof	 ﾠcontext	 ﾠdriven	 ﾠontologically	 ﾠ
sound	 ﾠ and	 ﾠ educationally	 ﾠ relevant	 ﾠ biographical	 ﾠ life-ﾭ‐narratives	 ﾠ because	 ﾠ the	 ﾠ
analysis	 ﾠ is	 ﾠ far	 ﾠ more	 ﾠ in	 ﾠ depth	 ﾠ than	 ﾠ has	 ﾠ been	 ﾠ previously	 ﾠ undertaken	 ﾠ thereby	 ﾠ
covering	 ﾠall	 ﾠaspects	 ﾠof	 ﾠvisual	 ﾠdata	 ﾠanalysis.	 ﾠ
	 ﾠ
This	 ﾠ when	 ﾠ related	 ﾠ to	 ﾠ the	 ﾠ sociology	 ﾠ of	 ﾠ individual	 ﾠ or	 ﾠ communal	 ﾠ practice	 ﾠ lends	 ﾠ
significant	 ﾠunderstanding	 ﾠof	 ﾠthe	 ﾠepochal	 ﾠeducative	 ﾠthrough	 ﾠartist’s	 ﾠlife	 ﾠbut	 ﾠalso	 ﾠ
how	 ﾠhis	 ﾠlife,	 ﾠboth	 ﾠprivate	 ﾠand	 ﾠprofessional,	 ﾠwas	 ﾠa	 ﾠproduct	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠat	 ﾠthe	 ﾠ
time.	 ﾠThe	 ﾠtheories	 ﾠof	 ﾠPierre	 ﾠBourdieu	 ﾠ(1930	 ﾠ–	 ﾠ2002),	 ﾠa	 ﾠFrench	 ﾠsociologist	 ﾠand	 ﾠ
philosopher	 ﾠwho	 ﾠin	 ﾠActes	 ﾠde	 ﾠla	 ﾠrecherché	 ﾠen	 ﾠsciences	 ﾠsociales	 ﾠ(1986),	 ﾠl’illusion	 ﾠ
biographique	 ﾠtook	 ﾠexception	 ﾠto	 ﾠconventional	 ﾠbiographies	 ﾠand	 ﾠtheir	 ﾠlanguage	 ﾠ(see	 ﾠ
generally	 ﾠGrenfell	 ﾠ2008,	 ﾠpp.11	 ﾠ–	 ﾠ12),	 ﾠcan	 ﾠbe	 ﾠused	 ﾠto	 ﾠfacilitate	 ﾠthis.	 ﾠBourdieu’s	 ﾠ
theories;	 ﾠcapital,	 ﾠfield	 ﾠand	 ﾠhabitus	 ﾠwhen	 ﾠapplied	 ﾠto	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠ
can	 ﾠhelp	 ﾠexplain	 ﾠthe	 ﾠactions	 ﾠand	 ﾠstrategies	 ﾠused	 ﾠby	 ﾠartists	 ﾠin	 ﾠreflexivity	 ﾠ(learning	 ﾠ
and	 ﾠeducating	 ﾠothers).	 ﾠThe	 ﾠuse	 ﾠof	 ﾠBourdieu	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠis	 ﾠdiscussed	 ﾠin	 ﾠdepth	 ﾠin	 ﾠ
Chapter	 ﾠthree,	 ﾠwhat	 ﾠfollows	 ﾠis	 ﾠan	 ﾠoutline	 ﾠdiscussion	 ﾠin	 ﾠterms	 ﾠof	 ﾠliterature.	 ﾠ	 ﾠ	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 ﾠ
Bourdieu’s	 ﾠ notion	 ﾠ of	 ﾠ habitus	 ﾠ concerns	 ﾠ itself	 ﾠ with	 ﾠ the	 ﾠ regulation	 ﾠ of	 ﾠ behaviour	 ﾠ
where	 ﾠbehaviour	 ﾠis	 ﾠnot	 ﾠthe	 ﾠproduct	 ﾠof	 ﾠobedience	 ﾠto	 ﾠrules	 ﾠ(1994,	 ﾠp.65)	 ﾠin	 ﾠan	 ﾠact	 ﾠof	 ﾠ
reconciliation	 ﾠ between	 ﾠ social	 ﾠ structure	 ﾠ and	 ﾠ individual	 ﾠ agency	 ﾠ or	 ﾠ as	 ﾠ Grenfell	 ﾠ
(2008,	 ﾠ p.50)	 ﾠ argues	 ﾠ how	 ﾠ the	 ﾠ conscious,	 ﾠ social	 ﾠ and	 ﾠ subconscious	 ﾠ shape	 ﾠ each	 ﾠ
other.	 ﾠIn	 ﾠshort,	 ﾠthe	 ﾠhabitus	 ﾠis	 ﾠstructured	 ﾠby	 ﾠthe	 ﾠpast	 ﾠand	 ﾠpresent	 ﾠcircumstances,	 ﾠ
it	 ﾠ is	 ﾠ structuring	 ﾠ because	 ﾠ it	 ﾠ shapes	 ﾠ present	 ﾠ and	 ﾠ future	 ﾠ practices	 ﾠ and	 ﾠ it	 ﾠ is	 ﾠ
structured	 ﾠbecause	 ﾠit	 ﾠis	 ﾠsystematic	 ﾠin	 ﾠits	 ﾠorder	 ﾠand	 ﾠtherefore	 ﾠit	 ﾠis	 ﾠnot	 ﾠrandom	 ﾠor	 ﾠ
un-ﾭ‐patterned.	 ﾠ	 ﾠ
	 ﾠ
As	 ﾠMaton	 ﾠsuggests	 ﾠ(Grenfell,	 ﾠ2008,	 ﾠp.51)	 ﾠthe	 ﾠhabitus	 ﾠdoes	 ﾠnot	 ﾠsimply	 ﾠact	 ﾠalone,	 ﾠ
Bourdieu	 ﾠdoes	 ﾠnot	 ﾠpromulgate	 ﾠthat	 ﾠwe	 ﾠact	 ﾠas	 ﾠpre-ﾭ‐programmed	 ﾠautomatons	 ﾠthat	 ﾠ
simply	 ﾠact	 ﾠout	 ﾠeverything	 ﾠthey	 ﾠhave	 ﾠlearnt.	 ﾠInstead	 ﾠpractices	 ﾠ(the	 ﾠacting	 ﾠout)	 ﾠare	 ﾠ
the	 ﾠ result	 ﾠ of	 ﾠ an	 ﾠ obscure,	 ﾠ perhaps	 ﾠ unconscious,	 ﾠ and	 ﾠ double	 ﾠ relation[ship]	 ﾠ	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between	 ﾠ the	 ﾠ habitus	 ﾠ and	 ﾠ field	 ﾠ (see	 ﾠ Bourdieu	 ﾠ and	 ﾠ Wacquant	 ﾠ 1992,	 ﾠ p.126;	 ﾠ
Bourdieu,	 ﾠ1993,	 ﾠp.76).	 ﾠ	 ﾠ
	 ﾠ
For	 ﾠBourdieu	 ﾠthe	 ﾠfield,	 ﾠfirst	 ﾠused	 ﾠby	 ﾠhim	 ﾠin	 ﾠChamp	 ﾠintellectual	 ﾠet	 ﾠprojet	 ﾠcréateur	 ﾠ
(1966)	 ﾠand	 ﾠtranslated	 ﾠas:	 ﾠIntellectual	 ﾠfield	 ﾠand	 ﾠthe	 ﾠCreative	 ﾠProject,	 ﾠgives	 ﾠhabitus	 ﾠ
its	 ﾠmeaning	 ﾠand	 ﾠlocation,	 ﾠit	 ﾠis	 ﾠthe	 ﾠsphere	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠhabitus	 ﾠworks,	 ﾠor	 ﾠthose	 ﾠ
spaces	 ﾠof	 ﾠplay	 ﾠthat	 ﾠexist	 ﾠto	 ﾠthe	 ﾠextent	 ﾠto	 ﾠwhich	 ﾠsocial	 ﾠagents	 ﾠthat	 ﾠbelieve	 ﾠin	 ﾠand	 ﾠ
actively	 ﾠ pursue	 ﾠ the	 ﾠ prises	 ﾠ it	 ﾠ offers	 ﾠ enter	 ﾠ them	 ﾠ (see	 ﾠ Bourdieu	 ﾠ and	 ﾠ Wacquant	 ﾠ
1992,	 ﾠ p.19).	 ﾠ Thus,	 ﾠ one	 ﾠ can	 ﾠ be	 ﾠ considered	 ﾠ without	 ﾠ the	 ﾠ other	 ﾠ but	 ﾠ only	 ﾠ in	 ﾠ the	 ﾠ
abstract,	 ﾠhowever	 ﾠthat	 ﾠmay	 ﾠresult	 ﾠin	 ﾠobscuring	 ﾠthe	 ﾠvery	 ﾠessence	 ﾠof	 ﾠthe	 ﾠhabitus	 ﾠ
and	 ﾠa	 ﾠstaunch	 ﾠmove	 ﾠaway	 ﾠfrom	 ﾠthe	 ﾠideals	 ﾠunderpinning	 ﾠBourdieu’s	 ﾠtheories	 ﾠand	 ﾠ
their	 ﾠoutward	 ﾠdenunciation	 ﾠof	 ﾠabstractification	 ﾠ–	 ﾠan	 ﾠinjustice	 ﾠto	 ﾠhis	 ﾠwork.	 ﾠTwo	 ﾠ
points	 ﾠshould	 ﾠbe	 ﾠnoted	 ﾠhere	 ﾠfirst,	 ﾠeach	 ﾠfield	 ﾠhas	 ﾠits	 ﾠown	 ﾠset	 ﾠof	 ﾠrules	 ﾠor	 ﾠnorms	 ﾠ
which	 ﾠ the	 ﾠ dominant	 ﾠ players	 ﾠ sustain	 ﾠ through	 ﾠ symbolic	 ﾠ violence	 ﾠ (censored	 ﾠ or	 ﾠ
euphemised	 ﾠ generally	 ﾠ unrecognizable	 ﾠ socially	 ﾠ recognizable	 ﾠ violence)	 ﾠ (see	 ﾠ
Bourdieu	 ﾠ1977,	 ﾠp.191)	 ﾠand	 ﾠsecond,	 ﾠfields	 ﾠare	 ﾠthose	 ﾠspaces	 ﾠof	 ﾠplay	 ﾠthat	 ﾠexist	 ﾠto	 ﾠ
the	 ﾠextent	 ﾠto	 ﾠwhich	 ﾠplayers	 ﾠ(here	 ﾠthe	 ﾠartist)	 ﾠthat	 ﾠbelieve	 ﾠin	 ﾠand	 ﾠactively	 ﾠpursue	 ﾠ
the	 ﾠprises	 ﾠit	 ﾠoffers	 ﾠthem	 ﾠto	 ﾠenter	 ﾠit,	 ﾠhence	 ﾠfields	 ﾠrequire	 ﾠsocial	 ﾠagents	 ﾠ(Bourdieu	 ﾠ
and	 ﾠWacquant	 ﾠ1992,	 ﾠp.19).	 ﾠ	 ﾠ
	 ﾠ
Within	 ﾠthe	 ﾠfield	 ﾠis	 ﾠcapital,	 ﾠthis	 ﾠconsists	 ﾠof	 ﾠthe	 ﾠprocess	 ﾠwithin	 ﾠit	 ﾠand	 ﾠis	 ﾠessentially	 ﾠa	 ﾠ
product	 ﾠof	 ﾠit.	 ﾠBourdieu	 ﾠargues	 ﾠthat	 ﾠcapital	 ﾠis	 ﾠaccumulated	 ﾠand	 ﾠrelates,	 ﾠdirectly,	 ﾠto	 ﾠ
position.	 ﾠ Capital	 ﾠ comes	 ﾠ in	 ﾠ four	 ﾠ forms,	 ﾠ namely	 ﾠ economic	 ﾠ (money	 ﾠ and	 ﾠ assets),	 ﾠ
cultural	 ﾠ (aesthetic,	 ﾠ culture,	 ﾠ knowledge,	 ﾠ narrative	 ﾠ and	 ﾠ voice),	 ﾠ social	 ﾠ (culture,	 ﾠ
family,	 ﾠ friends,	 ﾠ networks	 ﾠ and	 ﾠ religion)	 ﾠ and	 ﾠ symbolic	 ﾠ (anything	 ﾠ that	 ﾠ denotes	 ﾠ
other	 ﾠforms	 ﾠof	 ﾠcapital	 ﾠwhich	 ﾠcan	 ﾠbe	 ﾠexchanged	 ﾠfor	 ﾠexample	 ﾠqualifications).	 ﾠThus,	 ﾠ
in	 ﾠaccordance	 ﾠwith	 ﾠthis	 ﾠthere	 ﾠexists	 ﾠdisequilibrium	 ﾠin	 ﾠdistribution	 ﾠof	 ﾠcapital	 ﾠfrom	 ﾠ
the	 ﾠoutset.	 ﾠThis	 ﾠstudy	 ﾠtakes	 ﾠfrom	 ﾠthis	 ﾠconcept	 ﾠthis	 ﾠnotion	 ﾠthat	 ﾠthe	 ﾠaccumulation	 ﾠ
of	 ﾠ capital	 ﾠ aids	 ﾠ the	 ﾠ artist	 ﾠ to	 ﾠ move	 ﾠ from	 ﾠ a	 ﾠ field	 ﾠ where	 ﾠ the	 ﾠ artist	 ﾠ has	 ﾠ little	 ﾠ
autonomy/dominance	 ﾠ because	 ﾠ they	 ﾠ are	 ﾠ subject	 ﾠ to	 ﾠ the	 ﾠ symbolic	 ﾠ violence	 ﾠ of	 ﾠ
others	 ﾠand	 ﾠof	 ﾠtheir	 ﾠsituatednesses	 ﾠfor	 ﾠinstance	 ﾠa	 ﾠlack	 ﾠof	 ﾠcommercial	 ﾠsuccess,	 ﾠinto	 ﾠ
a	 ﾠfield	 ﾠwhere	 ﾠthey	 ﾠare	 ﾠin	 ﾠeffect	 ﾠin	 ﾠgreater	 ﾠcontrol	 ﾠof	 ﾠtheir	 ﾠown	 ﾠprofessional	 ﾠand	 ﾠ
private	 ﾠlife.	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The	 ﾠapplication	 ﾠof	 ﾠthis	 ﾠto	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠcan	 ﾠaid	 ﾠthe	 ﾠresearcher	 ﾠto	 ﾠ
locate	 ﾠ the	 ﾠ artist	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ in	 ﾠ their	 ﾠ specific	 ﾠ historical	 ﾠ and	 ﾠ
relational	 ﾠcontext,	 ﾠand	 ﾠinterrogate	 ﾠthe	 ﾠways	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠknowledge	 ﾠabout	 ﾠthem	 ﾠ
was	 ﾠ generated	 ﾠ and	 ﾠ whether	 ﾠ the	 ﾠ generation	 ﾠ of	 ﾠ that	 ﾠ knowledge	 ﾠ served	 ﾠ their	 ﾠ
interests.	 ﾠTherefore,	 ﾠthis	 ﾠmethod	 ﾠtakes	 ﾠon	 ﾠboard	 ﾠthe	 ﾠimplication	 ﾠfor	 ﾠthe	 ﾠfield	 ﾠin	 ﾠ
terms	 ﾠof	 ﾠdimensionality	 ﾠand	 ﾠmodality	 ﾠsuggesting	 ﾠinterplay	 ﾠwithin	 ﾠa	 ﾠfield	 ﾠat	 ﾠthree	 ﾠ
levels;	 ﾠ local,	 ﾠ national	 ﾠ and	 ﾠ international,	 ﾠ all	 ﾠ of	 ﾠ which	 ﾠ carry	 ﾠ a	 ﾠ historical	 ﾠ and	 ﾠ
relational	 ﾠcontext	 ﾠand	 ﾠwhen	 ﾠcoupled	 ﾠwith	 ﾠanalysis	 ﾠof	 ﾠprevious	 ﾠknowledge	 ﾠthis	 ﾠ
dictates	 ﾠa	 ﾠthoroughly	 ﾠin-ﾭ‐depth	 ﾠinitial	 ﾠanalysis.	 ﾠThis	 ﾠmethod	 ﾠtakes	 ﾠus	 ﾠone	 ﾠstep	 ﾠ
further	 ﾠby	 ﾠcontextualizing	 ﾠthe	 ﾠhabitus	 ﾠof	 ﾠthe	 ﾠsubject	 ﾠunder	 ﾠinvestigation	 ﾠ(Dix)	 ﾠ
through	 ﾠthe	 ﾠhabituses	 ﾠsurrounding	 ﾠhim	 ﾠi.e.	 ﾠacquaintances	 ﾠ(including	 ﾠemployers),	 ﾠ
family,	 ﾠfriends	 ﾠand	 ﾠlovers.	 ﾠIn	 ﾠaddition,	 ﾠthe	 ﾠmixture	 ﾠof	 ﾠmethod	 ﾠused	 ﾠhere	 ﾠallows	 ﾠa	 ﾠ
richer	 ﾠbiographical	 ﾠexploration	 ﾠin	 ﾠterms	 ﾠof	 ﾠbiography’s	 ﾠBourdieusian	 ﾠdeficiencies	 ﾠ
in	 ﾠ the	 ﾠ often-ﾭ‐objective	 ﾠ element	 ﾠ of	 ﾠ a	 ﾠ subject	 ﾠ decision,	 ﾠ structure	 ﾠ and	 ﾠ agency	 ﾠ a	 ﾠ
dualist	 ﾠchoice/coercion	 ﾠand	 ﾠsymbolic	 ﾠviolence.	 ﾠ
	 ﾠ
In	 ﾠsuch	 ﾠform	 ﾠthe	 ﾠanalysis	 ﾠcan	 ﾠonly	 ﾠserve	 ﾠto	 ﾠenhance	 ﾠontologically	 ﾠthe	 ﾠevidence	 ﾠ
relating	 ﾠto	 ﾠthe	 ﾠevents	 ﾠand	 ﾠpeople,	 ﾠplaces	 ﾠand	 ﾠthings	 ﾠdepicted	 ﾠin	 ﾠartwork	 ﾠexposing	 ﾠ
more	 ﾠ than	 ﾠ just	 ﾠ family	 ﾠ relations	 ﾠ and	 ﾠ experiences,	 ﾠ acting	 ﾠ as	 ﾠ a	 ﾠ reliable	 ﾠ and	 ﾠ
verifiable	 ﾠsource	 ﾠof	 ﾠfactual	 ﾠinformation.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠbiographical	 ﾠor	 ﾠnarrative	 ﾠ
research	 ﾠthese	 ﾠmethods	 ﾠof	 ﾠart	 ﾠhistorical	 ﾠanalysis,	 ﾠwhen	 ﾠused	 ﾠseparately,	 ﾠeach	 ﾠ
have	 ﾠtheir	 ﾠown	 ﾠdeficiencies	 ﾠfor	 ﾠinstance	 ﾠiconographical	 ﾠanalysis	 ﾠ(and	 ﾠbiography)	 ﾠ
often	 ﾠavoids	 ﾠthe	 ﾠquestion	 ﾠof	 ﾠpolitics	 ﾠ(D’Alleva	 ﾠ2006,	 ﾠp.11)	 ﾠand	 ﾠtherefore	 ﾠsymbolic	 ﾠ
violence	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ coercive,	 ﾠ dominant	 ﾠ or	 ﾠ ruling	 ﾠ power	 ﾠ –	 ﾠ they	 ﾠ are	 ﾠ thus	 ﾠ
combined	 ﾠ with	 ﾠ Pierre	 ﾠ Bourdieu’s	 ﾠ the	 ﾠ concepts	 ﾠ of	 ﾠ capital,	 ﾠ field	 ﾠ and	 ﾠ habitus.	 ﾠ
Furthermore,	 ﾠiconographic	 ﾠanalysis	 ﾠassumes	 ﾠno	 ﾠtacit	 ﾠknowledge	 ﾠon	 ﾠpart	 ﾠof	 ﾠthe	 ﾠ
viewer	 ﾠthe	 ﾠeffect	 ﾠof	 ﾠwhich	 ﾠis	 ﾠto	 ﾠdivorce	 ﾠobject	 ﾠor	 ﾠsubject	 ﾠfrom	 ﾠits	 ﾠcontextual	 ﾠ
location	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ culture,	 ﾠ history	 ﾠ and	 ﾠ politics	 ﾠ for	 ﾠ instance	 ﾠ the	 ﾠ use	 ﾠ of	 ﾠ a	 ﾠ
particular	 ﾠcolour	 ﾠto	 ﾠrepresent	 ﾠemotion,	 ﾠhere	 ﾠthe	 ﾠprevious	 ﾠexample	 ﾠof	 ﾠvariation	 ﾠin	 ﾠ
cultural	 ﾠuse	 ﾠof	 ﾠthe	 ﾠcolour	 ﾠred	 ﾠis	 ﾠa	 ﾠgood	 ﾠillustration.	 ﾠThe	 ﾠpoint	 ﾠis	 ﾠthat	 ﾠit	 ﾠis	 ﾠthrough	 ﾠ
the	 ﾠinterpretation	 ﾠof	 ﾠa	 ﾠbiographical	 ﾠlife	 ﾠthat	 ﾠcan	 ﾠultimately	 ﾠalter	 ﾠthe	 ﾠaccepted	 ﾠ
meaning	 ﾠattributed	 ﾠto	 ﾠa	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠthe	 ﾠ‘educational’.	 ﾠ	 ﾠ	 ﾠ 77	 ﾠ
	 ﾠ
2.5	 ﾠThe	 ﾠGerman	 ﾠEducative	 ﾠ
	 ﾠ
The	 ﾠGerman	 ﾠterm	 ﾠ‘bildung’	 ﾠdescribes	 ﾠeffectively	 ﾠthe	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠas	 ﾠ
explored	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠ(see	 ﾠgenerally	 ﾠWatson	 ﾠ2010).	 ﾠThe	 ﾠterm	 ﾠhas	 ﾠno	 ﾠequivalent	 ﾠ
in	 ﾠany	 ﾠEuropean	 ﾠlanguage	 ﾠand	 ﾠis	 ﾠmore	 ﾠcomprehensive	 ﾠand	 ﾠholistic	 ﾠthan	 ﾠthe	 ﾠterm	 ﾠ
‘education’,	 ﾠand	 ﾠimplies	 ﾠthe	 ﾠtotality	 ﾠof	 ﾠlearning	 ﾠand	 ﾠteaching.	 ﾠIt	 ﾠincludes	 ﾠnotions	 ﾠ
of	 ﾠ authenticity,	 ﾠ ethics,	 ﾠ humanity,	 ﾠ personality	 ﾠ and	 ﾠ values,	 ﾠ environmentally	 ﾠ
connected	 ﾠgrowth	 ﾠand	 ﾠintentionality	 ﾠ(for	 ﾠthe	 ﾠorigins	 ﾠof	 ﾠthe	 ﾠlatter	 ﾠsee	 ﾠgenerally	 ﾠ
Aquinas	 ﾠ 1981;	 ﾠ Heidegger	 ﾠ 1988).	 ﾠ It	 ﾠ is	 ﾠ important	 ﾠ to	 ﾠ explore	 ﾠ the	 ﾠ connection	 ﾠ
between	 ﾠbildung	 ﾠand	 ﾠintentionality	 ﾠwhich	 ﾠincludes	 ﾠthe	 ﾠsense	 ﾠof	 ﾠthe	 ﾠpragmatist	 ﾠ
who	 ﾠargues	 ﾠthat	 ﾠindividuals	 ﾠunconsciously	 ﾠchange	 ﾠand	 ﾠassimilate	 ﾠtheir	 ﾠ‘self’	 ﾠto	 ﾠ
their	 ﾠenvironment	 ﾠas	 ﾠit	 ﾠis	 ﾠsensed	 ﾠand	 ﾠthat	 ﾠknowledge,	 ﾠmeaning	 ﾠand	 ﾠvalue	 ﾠare	 ﾠ
tested	 ﾠthrough	 ﾠpractical	 ﾠconsequences.	 ﾠFreeman	 ﾠ(1995)	 ﾠhas	 ﾠdescribed	 ﾠthis	 ﾠas	 ﾠthe	 ﾠ
circular	 ﾠprocess	 ﾠof	 ﾠgeneralisation	 ﾠand	 ﾠabstraction	 ﾠof	 ﾠinput,	 ﾠand	 ﾠthe	 ﾠspecification	 ﾠ
and	 ﾠconcretisation	 ﾠof	 ﾠoutput.	 ﾠFreeman	 ﾠalso	 ﾠargues	 ﾠthat	 ﾠthe	 ﾠbrain	 ﾠachieves	 ﾠan	 ﾠ
understanding	 ﾠ of	 ﾠ its	 ﾠ environments	 ﾠ through	 ﾠ a	 ﾠ cycle	 ﾠ that	 ﾠ includes	 ﾠ action,	 ﾠ
assimilation,	 ﾠ perception	 ﾠ and	 ﾠ prediction	 ﾠ by	 ﾠ learning.	 ﾠ By	 ﾠ this	 ﾠ definition	 ﾠ the	 ﾠ
premise	 ﾠ is	 ﾠ to	 ﾠ meet	 ﾠ the	 ﾠ needs	 ﾠ of	 ﾠ ‘ones	 ﾠ own	 ﾠ brain’.	 ﾠ Furthermore,	 ﾠ individuals	 ﾠ
cannot	 ﾠ want	 ﾠ something	 ﾠ without	 ﾠ wanting	 ﾠ it	 ﾠ first	 ﾠ (see	 ﾠ generally	 ﾠ Dennet	 ﾠ and	 ﾠ
Haugeland	 ﾠ1987)	 ﾠand	 ﾠeven	 ﾠthen	 ﾠit	 ﾠmay	 ﾠnot	 ﾠexist,	 ﾠin	 ﾠother	 ﾠwords	 ﾠit	 ﾠis	 ﾠpossible	 ﾠto	 ﾠ
want	 ﾠthe	 ﾠimpossible.	 ﾠBroadly,	 ﾠintentionality	 ﾠis	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠthe	 ﾠhallmark	 ﾠof	 ﾠ
the	 ﾠmental	 ﾠ(see	 ﾠgenerally	 ﾠBrentano	 ﾠ1973)	 ﾠand	 ﾠcan	 ﾠtherefore	 ﾠbe	 ﾠdescribed	 ﾠas	 ﾠthe	 ﾠ
relationship	 ﾠbetween	 ﾠmental	 ﾠacts	 ﾠand	 ﾠmeaning	 ﾠin	 ﾠthe	 ﾠexternal	 ﾠworld.	 ﾠOne	 ﾠof	 ﾠthe	 ﾠ
problems	 ﾠ with	 ﾠ this	 ﾠ concerns	 ﾠ intentional	 ﾠ relations.	 ﾠ This	 ﾠ includes	 ﾠ the	 ﾠ
reconciliation	 ﾠ between	 ﾠ differences	 ﾠ in	 ﾠ individual	 ﾠ generalisations	 ﾠ and	 ﾠ material	 ﾠ
world	 ﾠengagement	 ﾠand	 ﾠthe	 ﾠeffect	 ﾠof	 ﾠmutual	 ﾠconnections.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠthe	 ﾠlatter	 ﾠ
this	 ﾠ is	 ﾠ the	 ﾠ relationship	 ﾠ between	 ﾠ an	 ﾠ individual	 ﾠ and	 ﾠ group	 ﾠ experiences	 ﾠ (past,	 ﾠ
present,	 ﾠlearnt	 ﾠand	 ﾠshared),	 ﾠand	 ﾠtheir	 ﾠconnection	 ﾠto	 ﾠthat	 ﾠindividual’s	 ﾠreaction	 ﾠto	 ﾠ
the	 ﾠmilieu	 ﾠof	 ﾠtheir	 ﾠlife	 ﾠand	 ﾠthe	 ﾠexternal	 ﾠworld	 ﾠin	 ﾠits	 ﾠreality.	 ﾠTherefore,	 ﾠfrom	 ﾠthis	 ﾠ
perspective	 ﾠthe	 ﾠmental	 ﾠstate	 ﾠcan	 ﾠbe	 ﾠtaken	 ﾠas	 ﾠbeing	 ﾠpartially	 ﾠrelational	 ﾠto	 ﾠany	 ﾠ
psychological	 ﾠresponse.	 ﾠ	 ﾠ
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In	 ﾠcontrast,	 ﾠbildung	 ﾠis	 ﾠthe	 ﾠprocess	 ﾠof	 ﾠformation	 ﾠ(humanistic)	 ﾠconcentrating	 ﾠon	 ﾠ
the	 ﾠ development	 ﾠ of	 ﾠ aptitudes	 ﾠ through	 ﾠ environmental	 ﾠ contents	 ﾠ that	 ﾠ include	 ﾠ
ethics,	 ﾠhumanity,	 ﾠlearning,	 ﾠteaching	 ﾠand	 ﾠvalues.	 ﾠIt	 ﾠcentres	 ﾠon	 ﾠboth	 ﾠindividual	 ﾠand	 ﾠ
communal	 ﾠneeds	 ﾠin	 ﾠthe	 ﾠsense	 ﾠof	 ﾠthe	 ﾠgreater	 ﾠ‘world’	 ﾠand	 ﾠ‘society’	 ﾠ(local,	 ﾠnational	 ﾠ
or	 ﾠ even	 ﾠ international).	 ﾠ Therefore,	 ﾠ whilst	 ﾠ intentionality	 ﾠ focuses	 ﾠ purely	 ﾠ on	 ﾠ the	 ﾠ
individual	 ﾠ and	 ﾠ their	 ﾠ agency	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ their	 ﾠ individual	 ﾠ psychology,	 ﾠ bildung	 ﾠ
centres	 ﾠ on	 ﾠ the	 ﾠ relationship	 ﾠ between	 ﾠ a	 ﾠ reflexive	 ﾠ self	 ﾠ (of	 ﾠ which	 ﾠ the	 ﾠ individual,	 ﾠ
mutual,	 ﾠspiritual,	 ﾠphysical	 ﾠand	 ﾠpsychological	 ﾠare	 ﾠpart)	 ﾠand	 ﾠthe	 ﾠexternal	 ﾠworld.	 ﾠ
Thus,	 ﾠbildung	 ﾠaccepts	 ﾠhuman	 ﾠagency	 ﾠas	 ﾠplaying	 ﾠa	 ﾠrole	 ﾠin	 ﾠthe	 ﾠdevelopment	 ﾠof	 ﾠthe	 ﾠ
self	 ﾠbut	 ﾠas	 ﾠnot	 ﾠbeing	 ﾠthe	 ﾠsole	 ﾠcontributor	 ﾠto	 ﾠit,	 ﾠit	 ﾠis	 ﾠpart	 ﾠof	 ﾠmany	 ﾠfactors	 ﾠthat	 ﾠlead	 ﾠ
to	 ﾠa	 ﾠholistic	 ﾠeducation	 ﾠof	 ﾠan	 ﾠindividual.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠeffect	 ﾠthat	 ﾠGerman	 ﾠpolitical	 ﾠhistory,	 ﾠin	 ﾠparticular	 ﾠthe	 ﾠWeimar	 ﾠculture	 ﾠand	 ﾠthe	 ﾠ
Republic,	 ﾠhad	 ﾠon	 ﾠshaping	 ﾠthe	 ﾠeducative	 ﾠis	 ﾠalso	 ﾠexplored	 ﾠthus	 ﾠcreating	 ﾠfurther	 ﾠ
original	 ﾠknowledge.	 ﾠFor	 ﾠinstance	 ﾠthis	 ﾠperiod	 ﾠis	 ﾠchosen	 ﾠbecause	 ﾠit	 ﾠcoincides	 ﾠwith	 ﾠ
Dix’s	 ﾠrealist	 ﾠor	 ﾠverist	 ﾠphase,	 ﾠthe	 ﾠperiod	 ﾠin	 ﾠwhich	 ﾠthis	 ﾠartist	 ﾠwas	 ﾠmost	 ﾠrevered	 ﾠas	 ﾠ
representing	 ﾠGerman	 ﾠculture.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠparadigmatic	 ﾠinfluences	 ﾠon	 ﾠthe	 ﾠlife	 ﾠof	 ﾠ
Otto	 ﾠDix	 ﾠthere	 ﾠare	 ﾠthree	 ﾠnotable	 ﾠperiods	 ﾠof	 ﾠdirect	 ﾠinterest	 ﾠand	 ﾠrelevancy	 ﾠto	 ﾠthis	 ﾠ
study	 ﾠwhich	 ﾠare	 ﾠinterwoven	 ﾠin	 ﾠthe	 ﾠanalysis	 ﾠpresented	 ﾠin	 ﾠChapters	 ﾠfour	 ﾠ–	 ﾠsix	 ﾠof	 ﾠ
this	 ﾠthesis,	 ﾠthese	 ﾠare	 ﾠthe	 ﾠWilhelmine-ﾭ‐era	 ﾠ(1888	 ﾠ–	 ﾠ1918),	 ﾠthe	 ﾠWeimar	 ﾠRepublic	 ﾠ
(1919	 ﾠ–	 ﾠ1933)	 ﾠby	 ﾠreason	 ﾠof	 ﾠthe	 ﾠeffect	 ﾠof	 ﾠthe	 ﾠcontemporary	 ﾠclimate	 ﾠfor	 ﾠexample	 ﾠ
culture,	 ﾠeconomics	 ﾠand	 ﾠpolitics	 ﾠon	 ﾠthe	 ﾠartists,	 ﾠtheir	 ﾠfriends	 ﾠand	 ﾠfamilies.	 ﾠThe	 ﾠrule	 ﾠ
of	 ﾠ the	 ﾠ Third	 ﾠ Reich	 ﾠ under	 ﾠ the	 ﾠ Nationalsozialistische	 ﾠ Deutsche	 ﾠ Arbeiterpartei	 ﾠ
(National	 ﾠ Socialist	 ﾠ German	 ﾠ Workers'	 ﾠ Party,	 ﾠ or	 ﾠ Nazi	 ﾠ Party),	 ﾠ the	 ﾠ Deutsche	 ﾠ
Demokratische	 ﾠ Republik	 ﾠ (GDR	 ﾠ or	 ﾠ East	 ﾠ Germany)	 ﾠ and	 ﾠ the	 ﾠ Bundesrepublik	 ﾠ
Deutschland	 ﾠ(Federal	 ﾠRepublic	 ﾠor	 ﾠWest	 ﾠGermany).	 ﾠ	 ﾠ
	 ﾠ
Scholars	 ﾠ of	 ﾠ the	 ﾠ Weimar	 ﾠ Republic	 ﾠ have	 ﾠ long	 ﾠ appreciated	 ﾠ the	 ﾠ development	 ﾠ
between	 ﾠthe	 ﾠleft-ﾭ‐wing	 ﾠavant-ﾭ‐garde	 ﾠand	 ﾠright-ﾭ‐wing	 ﾠcultural	 ﾠproduction	 ﾠas	 ﾠbeing	 ﾠin	 ﾠ
conflict	 ﾠ(see	 ﾠgenerally	 ﾠClinefelter	 ﾠ2005,	 ﾠp.25).	 ﾠGay	 ﾠargues	 ﾠthat	 ﾠculturally	 ﾠbipartite	 ﾠ
Germany	 ﾠexisted	 ﾠ
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[one	 ﾠ of	 ﾠ a]	 ﾠ military	 ﾠ swagger,	 ﾠ abject	 ﾠ submission	 ﾠ to	 ﾠ authority,	 ﾠ
aggressive	 ﾠforeign	 ﾠadventure	 ﾠand	 ﾠobsessive	 ﾠpreoccupation	 ﾠwith	 ﾠform	 ﾠ
…	 ﾠ[and	 ﾠthe	 ﾠother	 ﾠof]	 ﾠlyrical	 ﾠpoetry,	 ﾠhumanist	 ﾠphilosophy	 ﾠand	 ﾠpacific	 ﾠ
cosmopolitanism	 ﾠ(1968,	 ﾠp.1).	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠ reflects	 ﾠ the	 ﾠ transition	 ﾠ in	 ﾠ art	 ﾠ from	 ﾠ the	 ﾠ bourgeois	 ﾠ to	 ﾠ the	 ﾠ popular	 ﾠ
(impressionism	 ﾠto	 ﾠexpressionism)	 ﾠ(see	 ﾠKessler	 ﾠ1919,	 ﾠp.91),	 ﾠwhich	 ﾠduring	 ﾠthis	 ﾠ
Wilhelmine-ﾭ‐era	 ﾠprompted	 ﾠmuch	 ﾠdisgust	 ﾠfrom	 ﾠthe	 ﾠbourgeoisie	 ﾠruling	 ﾠclass.	 ﾠThis	 ﾠ
was	 ﾠ however	 ﾠ still,	 ﾠ to	 ﾠ an	 ﾠ extent	 ﾠ at	 ﾠ least,	 ﾠ democratic	 ﾠ because	 ﾠ it	 ﾠ was	 ﾠ not	 ﾠ a	 ﾠ
dictatorship	 ﾠwhere,	 ﾠpolitically,	 ﾠmovement	 ﾠfed	 ﾠopposition.	 ﾠExpressionism	 ﾠ(1900	 ﾠ–	 ﾠ
1930)	 ﾠoriginated	 ﾠin	 ﾠDresden	 ﾠand	 ﾠMunich	 ﾠ(Germany)	 ﾠand	 ﾠParis	 ﾠ(France)	 ﾠprior	 ﾠto	 ﾠ
the	 ﾠFirst	 ﾠWorld	 ﾠWar.	 ﾠNotable	 ﾠelements	 ﾠof	 ﾠexpressionism	 ﾠfrom	 ﾠDresden	 ﾠwere	 ﾠthe	 ﾠ
Die	 ﾠ Brücke	 ﾠ (The	 ﾠ Bridge)	 ﾠ (1905	 ﾠ –	 ﾠ 1913),	 ﾠ a	 ﾠ group	 ﾠ of	 ﾠ painters	 ﾠ who	 ﾠ shared	 ﾠ a	 ﾠ
common	 ﾠstudio	 ﾠand	 ﾠexperimented	 ﾠwith	 ﾠflatness,	 ﾠlinearity,	 ﾠrhythmical	 ﾠexpression	 ﾠ
and	 ﾠsimplicity	 ﾠin	 ﾠcolour	 ﾠand	 ﾠform,	 ﾠartists	 ﾠinclude	 ﾠKarl	 ﾠSchmidt-ﾭ‐Rottluff	 ﾠ(1884	 ﾠ–	 ﾠ
1938)	 ﾠand	 ﾠMax	 ﾠPechstein	 ﾠ(1881	 ﾠ–	 ﾠ1955).	 ﾠThen	 ﾠfrom	 ﾠMunich	 ﾠcame	 ﾠthe	 ﾠDer	 ﾠBlaue	 ﾠ
Reiter	 ﾠ(The	 ﾠBlue	 ﾠRider)	 ﾠ(1911	 ﾠ–	 ﾠ1914)	 ﾠwho	 ﾠexperimented	 ﾠwith	 ﾠthe	 ﾠpsychological	 ﾠ
effects	 ﾠ of	 ﾠ colour,	 ﾠ horses	 ﾠ and	 ﾠ primitivism,	 ﾠ notable	 ﾠ artists	 ﾠ include	 ﾠ Wassily	 ﾠ
Kandinsky	 ﾠ(1866	 ﾠ–	 ﾠ1944)	 ﾠand	 ﾠAugust	 ﾠMunter	 ﾠ(1877	 ﾠ–	 ﾠ1962).	 ﾠ
	 ﾠ
Expressionist	 ﾠ art	 ﾠ often	 ﾠ depicted	 ﾠ the	 ﾠ outrageous	 ﾠ and	 ﾠ inflammatory	 ﾠ something	 ﾠ
that	 ﾠwould	 ﾠhave	 ﾠstood	 ﾠsolidly	 ﾠagainst	 ﾠthe	 ﾠempire’s	 ﾠvölkisch	 ﾠmovement	 ﾠbecause	 ﾠ
expressionism	 ﾠconcerned	 ﾠitself	 ﾠwith	 ﾠthe	 ﾠartist’s	 ﾠfeelings	 ﾠand	 ﾠstate	 ﾠof	 ﾠmind	 ﾠrather	 ﾠ
than	 ﾠobjective	 ﾠobservation	 ﾠand	 ﾠmanifested	 ﾠitself	 ﾠthrough	 ﾠexaggerated	 ﾠdistortion	 ﾠ
and	 ﾠcolour	 ﾠschemes.	 ﾠThe	 ﾠterm	 ﾠvölkisch	 ﾠmeans	 ﾠethnic	 ﾠor	 ﾠfolkore,	 ﾠwith	 ﾠvölk	 ﾠ(akin	 ﾠ
to	 ﾠthe	 ﾠEnglish	 ﾠfolk)	 ﾠreferring	 ﾠto	 ﾠGerman-ﾭ‐folk	 ﾠor	 ﾠthe	 ﾠindigenous	 ﾠpeople	 ﾠand	 ﾠthus	 ﾠ
racial	 ﾠ purity.	 ﾠ The	 ﾠ link	 ﾠ here	 ﾠ was	 ﾠ between	 ﾠ nationalism	 ﾠ and	 ﾠ culture	 ﾠ a	 ﾠ sort	 ﾠ of	 ﾠ
Kulturnation,	 ﾠ in	 ﾠ short	 ﾠ a	 ﾠ nation	 ﾠ defined	 ﾠ by	 ﾠ a	 ﾠ collective	 ﾠ cultural	 ﾠ heritage	 ﾠ (see	 ﾠ
generally	 ﾠClinefelter	 ﾠ2005,	 ﾠp.10).	 ﾠThe	 ﾠmovement	 ﾠwas	 ﾠnot	 ﾠunited	 ﾠand	 ﾠcentred	 ﾠon	 ﾠ
romanticised	 ﾠnationalism,	 ﾠoriginating	 ﾠin	 ﾠ1800’s	 ﾠthrough	 ﾠto	 ﾠthe	 ﾠend	 ﾠof	 ﾠworld-ﾭ‐war-ﾭ‐
two	 ﾠ(see	 ﾠgenerally	 ﾠStern	 ﾠ1965;	 ﾠneo-ﾭ‐völkisch).	 ﾠ
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During	 ﾠthis	 ﾠsame	 ﾠperiod	 ﾠorganisations	 ﾠsuch	 ﾠas	 ﾠthe	 ﾠGerman	 ﾠArt	 ﾠSociety	 ﾠ(Dresden	 ﾠ
circa	 ﾠ 1920)	 ﾠ emerged	 ﾠ with	 ﾠ the	 ﾠ purpose	 ﾠ of	 ﾠ promoting	 ﾠ pure-ﾭ‐German	 ﾠ art	 ﾠ or	 ﾠ art	 ﾠ
distinguished	 ﾠon	 ﾠthe	 ﾠbasis	 ﾠof	 ﾠracial	 ﾠorigin,	 ﾠanything	 ﾠconsidered	 ﾠcontrary	 ﾠto	 ﾠthis	 ﾠ
school	 ﾠof	 ﾠthought	 ﾠwas	 ﾠtargeted	 ﾠ(see	 ﾠFeistel-ﾭ‐Rohmeder	 ﾠ(2005),	 ﾠpp.3	 ﾠ–	 ﾠ4	 ﾠand	 ﾠ7)	 ﾠas	 ﾠ
degenerate	 ﾠand	 ﾠperverse;	 ﾠthe	 ﾠworks	 ﾠof	 ﾠDix	 ﾠand	 ﾠGrosz	 ﾠfell	 ﾠinto	 ﾠthis	 ﾠcategory	 ﾠand	 ﾠ
the	 ﾠartists	 ﾠwere	 ﾠsubjected	 ﾠto	 ﾠvicious	 ﾠattack	 ﾠby	 ﾠthe	 ﾠGerman	 ﾠArt	 ﾠCorrespondence	 ﾠa	 ﾠ
publication	 ﾠ of	 ﾠ the	 ﾠ German	 ﾠ Art	 ﾠ Society	 ﾠ (Clinefelter	 ﾠ 2005,	 ﾠ p.34).	 ﾠ Furthermore,	 ﾠ
Society	 ﾠmembership	 ﾠincluding	 ﾠmany	 ﾠDresden	 ﾠart	 ﾠprofessors	 ﾠwho	 ﾠdid	 ﾠnot	 ﾠwish	 ﾠto	 ﾠ
share	 ﾠtheir	 ﾠstudio	 ﾠspace	 ﾠwith	 ﾠmodernists	 ﾠsuch	 ﾠas	 ﾠDix	 ﾠ(Clinefelter	 ﾠ2005,	 ﾠp.41)	 ﾠ
something	 ﾠ that	 ﾠ would	 ﾠ have	 ﾠ no	 ﾠ doubt	 ﾠ contributed	 ﾠ to	 ﾠ Dix	 ﾠ later	 ﾠ losing	 ﾠ his	 ﾠ
professorial	 ﾠrole	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠAcademy	 ﾠof	 ﾠArt	 ﾠthe	 ﾠextent	 ﾠof	 ﾠthis	 ﾠcontribution	 ﾠis	 ﾠ
not	 ﾠ presently	 ﾠ explored	 ﾠ by	 ﾠ current	 ﾠ literature.	 ﾠ This	 ﾠ and	 ﾠ similar	 ﾠ contemporary	 ﾠ
events	 ﾠevidence	 ﾠparts	 ﾠof	 ﾠthe	 ﾠcultural	 ﾠdynamics	 ﾠof	 ﾠsociety	 ﾠthat	 ﾠexisted	 ﾠat	 ﾠthe	 ﾠtime	 ﾠ
and	 ﾠ in	 ﾠ which	 ﾠ Dix	 ﾠ would	 ﾠ have	 ﾠ operated	 ﾠ within,	 ﾠ the	 ﾠ opposite	 ﾠ of	 ﾠ course	 ﾠ being	 ﾠ
tolerant.	 ﾠ It	 ﾠ is	 ﾠ salient	 ﾠ to	 ﾠ state	 ﾠ that	 ﾠ the	 ﾠ term	 ﾠ tolerant	 ﾠ is	 ﾠ used	 ﾠ here	 ﾠ purely	 ﾠ for	 ﾠ
explanation,	 ﾠ and	 ﾠ not	 ﾠ by	 ﾠ way	 ﾠ of	 ﾠ an	 ﾠ attempt	 ﾠ to	 ﾠ explore	 ﾠ prejudice	 ﾠ and	 ﾠ its	 ﾠ
manifestation	 ﾠas	 ﾠracism.	 ﾠMuch	 ﾠof	 ﾠthe	 ﾠliterature	 ﾠconcentrates	 ﾠon	 ﾠthe	 ﾠsocial	 ﾠmood	 ﾠ
at	 ﾠ the	 ﾠ time	 ﾠ but	 ﾠ fails	 ﾠ to	 ﾠ discuss	 ﾠ the	 ﾠ impact	 ﾠ of	 ﾠ this	 ﾠ on	 ﾠ the	 ﾠ artists’	 ﾠ educational	 ﾠ
development.	 ﾠ	 ﾠ
	 ﾠ
Gay	 ﾠargues	 ﾠthat	 ﾠthe	 ﾠWeimar	 ﾠstyle	 ﾠdeveloped	 ﾠprior	 ﾠto	 ﾠthe	 ﾠcreation	 ﾠof	 ﾠthe	 ﾠRepublic	 ﾠ
(1968,	 ﾠp.5)	 ﾠand	 ﾠan	 ﾠexample	 ﾠof	 ﾠthis	 ﾠis	 ﾠthe	 ﾠdistinctive	 ﾠstyle	 ﾠin	 ﾠthe	 ﾠbuildings	 ﾠof	 ﾠ
Walter	 ﾠ Gropius.	 ﾠ What	 ﾠ Gay	 ﾠ terms	 ﾠ style	 ﾠ is	 ﾠ the	 ﾠ essence	 ﾠ of	 ﾠ culture,	 ﾠ it	 ﾠ is	 ﾠ the	 ﾠ
knowledge	 ﾠand	 ﾠvalues	 ﾠof	 ﾠa	 ﾠsociety	 ﾠat	 ﾠa	 ﾠgiven	 ﾠtime	 ﾠand	 ﾠfor	 ﾠthe	 ﾠpurposes	 ﾠof	 ﾠthis	 ﾠ
study	 ﾠWeimar	 ﾠstyle	 ﾠis	 ﾠtaken	 ﾠas	 ﾠWeimar	 ﾠculture.	 ﾠThis	 ﾠwas	 ﾠa	 ﾠculture	 ﾠthat	 ﾠsurpassed	 ﾠ
geographical	 ﾠboundaries;	 ﾠboth	 ﾠin	 ﾠthe	 ﾠGerman	 ﾠEmpire	 ﾠand	 ﾠthe	 ﾠRepublic	 ﾠitself	 ﾠ	 ﾠ
	 ﾠ
German	 ﾠ painters,	 ﾠ poets,	 ﾠ playwrights,	 ﾠ psychologists,	 ﾠ philosophers,	 ﾠ
composers,	 ﾠ architects	 ﾠ …	 ﾠ were	 ﾠ engaged	 ﾠ in	 ﾠ a	 ﾠ free	 ﾠ international	 ﾠ
commerce	 ﾠof	 ﾠideas	 ﾠ…	 ﾠ[as]	 ﾠpart	 ﾠof	 ﾠwestern	 ﾠcommunity	 ﾠon	 ﾠwhich	 ﾠthey	 ﾠ
drew	 ﾠ and	 ﾠ which,	 ﾠ in	 ﾠ turn,	 ﾠ they	 ﾠ fed	 ﾠ [they	 ﾠ were	 ﾠ cosmopolitan]	 ﾠ (Gay	 ﾠ
1968,	 ﾠp.6).	 ﾠ	 ﾠ
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Berlin	 ﾠ became	 ﾠ the	 ﾠ cultural	 ﾠ capital	 ﾠ and	 ﾠ even	 ﾠ Dada	 ﾠ (an	 ﾠ art	 ﾠ movement	 ﾠ flouting	 ﾠ
aesthetic	 ﾠ and	 ﾠ culture)	 ﾠ made	 ﾠ it	 ﾠ its	 ﾠ headquarters	 ﾠ (Gay	 ﾠ 1968,	 ﾠ p.7).	 ﾠ Like	 ﾠ other	 ﾠ
European	 ﾠcultural	 ﾠmovements	 ﾠthe	 ﾠprevalent	 ﾠissues	 ﾠin	 ﾠthe	 ﾠWilhelmine	 ﾠEmpire	 ﾠ
centred	 ﾠ on	 ﾠ the	 ﾠ breakdown	 ﾠ of	 ﾠ religion,	 ﾠ mechanization	 ﾠ and	 ﾠ an	 ﾠ apathetic	 ﾠ
bourgeoisie,	 ﾠ the	 ﾠ Weimar	 ﾠ was	 ﾠ perceived	 ﾠ as	 ﾠ the	 ﾠ solution	 ﾠ through	 ﾠ which	 ﾠ
civilization	 ﾠcould	 ﾠpossibly	 ﾠbe	 ﾠrestored	 ﾠ(see	 ﾠgenerally	 ﾠGay	 ﾠ1968,	 ﾠp.8)	 ﾠand	 ﾠlater	 ﾠthe	 ﾠ
first	 ﾠworld	 ﾠwar	 ﾠoffered	 ﾠa	 ﾠmuch	 ﾠneeded	 ﾠ	 ﾠ
	 ﾠ
purification,	 ﾠliberation	 ﾠ…	 ﾠ[and]	 ﾠhope	 ﾠ…	 ﾠto	 ﾠgive	 ﾠlife	 ﾠmeaning	 ﾠ…	 ﾠ[uniting	 ﾠ
Germans]	 ﾠ…	 ﾠas	 ﾠtruthful,	 ﾠauthentic,	 ﾠmanly	 ﾠand	 ﾠobjective	 ﾠ(Gay	 ﾠ1968,	 ﾠ
p.11).	 ﾠ	 ﾠ
	 ﾠ
Gay	 ﾠ (1968)	 ﾠ at	 ﾠ times	 ﾠ supposes	 ﾠ a	 ﾠ monist	 ﾠ singularity	 ﾠ in	 ﾠ Weimar	 ﾠ culture	 ﾠ when	 ﾠ
groups	 ﾠ such	 ﾠ as	 ﾠ the	 ﾠ German	 ﾠ Art	 ﾠ Society	 ﾠ suggest	 ﾠ paradigmatic	 ﾠ conflict.	 ﾠ These	 ﾠ
shifts	 ﾠin	 ﾠWeimar	 ﾠculture	 ﾠmust	 ﾠbe	 ﾠcontextualised	 ﾠthrough	 ﾠthe	 ﾠmisery	 ﾠeffected	 ﾠby	 ﾠ
the	 ﾠpost-ﾭ‐first	 ﾠworld	 ﾠwar	 ﾠpeace	 ﾠtreaty	 ﾠof	 ﾠVersailles	 ﾠ(1919)	 ﾠwhich	 ﾠresulted	 ﾠin	 ﾠhigh	 ﾠ
rates	 ﾠof	 ﾠinflation	 ﾠleading	 ﾠto	 ﾠa	 ﾠnegative	 ﾠaffect	 ﾠon	 ﾠartistic,	 ﾠcultural	 ﾠand	 ﾠintellectual	 ﾠ
institutions	 ﾠ(see	 ﾠClinefelter	 ﾠ2005,	 ﾠp.28)	 ﾠthus	 ﾠlevying	 ﾠa	 ﾠdirect	 ﾠattack	 ﾠon	 ﾠGerman	 ﾠ
culture	 ﾠand	 ﾠtherefore	 ﾠthe	 ﾠvery	 ﾠessence	 ﾠof	 ﾠGermanic	 ﾠidentity.	 ﾠIn	 ﾠshort,	 ﾠthe	 ﾠtreaty	 ﾠ
was	 ﾠ considered	 ﾠ to	 ﾠ be	 ﾠ harsh	 ﾠ and	 ﾠ purposefully	 ﾠ revengeful	 ﾠ (Gay	 ﾠ 1968,	 ﾠ p.14).	 ﾠ
Increases	 ﾠin	 ﾠthe	 ﾠbasic	 ﾠcost	 ﾠof	 ﾠliving	 ﾠand	 ﾠworking	 ﾠhad	 ﾠa	 ﾠprofound	 ﾠeffect	 ﾠon	 ﾠthe	 ﾠart	 ﾠ
market	 ﾠ and	 ﾠ artists	 ﾠ (Clinefelter	 ﾠ 2005,	 ﾠ pp.26	 ﾠ –	 ﾠ 27	 ﾠ and	 ﾠ 40),	 ﾠ something	 ﾠ the	 ﾠ
International	 ﾠArt	 ﾠExhibition	 ﾠDresden	 ﾠ1926	 ﾠwas	 ﾠdesigned	 ﾠto	 ﾠalleviate.	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠfound	 ﾠit	 ﾠextremely	 ﾠdifficult	 ﾠto	 ﾠproduce	 ﾠart	 ﾠwhist	 ﾠthe	 ﾠNazi	 ﾠparty	 ﾠwas	 ﾠin	 ﾠpower,	 ﾠ
the	 ﾠeducative	 ﾠat	 ﾠthe	 ﾠtime	 ﾠwas	 ﾠone	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠdespots	 ﾠtook	 ﾠto	 ﾠburning	 ﾠbooks	 ﾠon	 ﾠ
bonfires	 ﾠ in	 ﾠ acts	 ﾠ of	 ﾠ purification	 ﾠ and	 ﾠ stabilization,	 ﾠ where	 ﾠ artistic,	 ﾠ creative	 ﾠ and	 ﾠ
spiritual	 ﾠ freedom	 ﾠ were	 ﾠ severely	 ﾠ limited.	 ﾠ This	 ﾠ is	 ﾠ evidenced	 ﾠ by,	 ﾠ amongst	 ﾠ other	 ﾠ
things,	 ﾠthe	 ﾠclassification	 ﾠof	 ﾠhis	 ﾠartworks	 ﾠas	 ﾠdegenerate	 ﾠ(see	 ﾠPeters	 ﾠ2010,	 ﾠp.25)	 ﾠ
and	 ﾠletters	 ﾠbetween	 ﾠthe	 ﾠartist	 ﾠand	 ﾠhis	 ﾠclose	 ﾠfriends.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠthis	 ﾠstudy,	 ﾠmuch	 ﾠ
of	 ﾠDix’s	 ﾠartwork	 ﾠwas	 ﾠproduced	 ﾠduring	 ﾠthese	 ﾠculturally	 ﾠand	 ﾠpolitically	 ﾠbipartite	 ﾠ
periods.	 ﾠ This	 ﾠ gives	 ﾠ justification	 ﾠ to	 ﾠ an	 ﾠ exploration	 ﾠ via	 ﾠ contextual	 ﾠ analysis	 ﾠ the	 ﾠ
paradigmatic	 ﾠconnection	 ﾠbetween	 ﾠthis	 ﾠepoch	 ﾠand	 ﾠthe	 ﾠeducative.	 ﾠ	 ﾠ 82	 ﾠ
	 ﾠ
2.6	 ﾠSummary	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠchapter	 ﾠhas	 ﾠexamined	 ﾠhow	 ﾠthe	 ﾠarbitrary	 ﾠdistinction	 ﾠbetween	 ﾠformal	 ﾠand	 ﾠ
contextual	 ﾠanalysis	 ﾠin	 ﾠart	 ﾠhistory	 ﾠexists	 ﾠbecause	 ﾠthis	 ﾠtime	 ﾠthe	 ﾠart	 ﾠhistorian	 ﾠhas	 ﾠ
sought	 ﾠmethodological	 ﾠvalue	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠscientific	 ﾠvalidity	 ﾠand	 ﾠverifiable	 ﾠtruth.	 ﾠ
This	 ﾠ study	 ﾠ exemplifies	 ﾠ that	 ﾠ if	 ﾠ form	 ﾠ (colour,	 ﾠ material	 ﾠ and	 ﾠ light),	 ﾠ location	 ﾠ and	 ﾠ
manner	 ﾠin	 ﾠwhich	 ﾠan	 ﾠimage	 ﾠis	 ﾠconstructed	 ﾠare	 ﾠextrapolated	 ﾠagainst	 ﾠthe	 ﾠevidence-ﾭ‐
of-ﾭ‐life	 ﾠ(culture,	 ﾠeconomics,	 ﾠeducation,	 ﾠsociety,	 ﾠpolitics)	 ﾠand	 ﾠare	 ﾠcross-ﾭ‐examined	 ﾠ
against	 ﾠ historic	 ﾠ and	 ﾠ contemporaneous	 ﾠ interpretations	 ﾠ of	 ﾠ visual	 ﾠ data	 ﾠ then	 ﾠ
valuable	 ﾠoriginal	 ﾠeducational	 ﾠknowledge	 ﾠcan	 ﾠbe	 ﾠproduced.	 ﾠThis	 ﾠknowledge	 ﾠcan	 ﾠ
aid	 ﾠthe	 ﾠunderstanding	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠwithin	 ﾠan	 ﾠepoch	 ﾠby	 ﾠhighlighting,	 ﾠfrom	 ﾠa	 ﾠ
Bourdieusian	 ﾠ perspective,	 ﾠ how	 ﾠ and	 ﾠ why	 ﾠ practices	 ﾠ are	 ﾠ undertaken	 ﾠ in	 ﾠ the	 ﾠ
educational,	 ﾠreflexive	 ﾠand	 ﾠstrategic	 ﾠlives	 ﾠof	 ﾠthe	 ﾠactors	 ﾠthat	 ﾠexisted	 ﾠwithin	 ﾠit.	 ﾠ	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CHAPTER	 ﾠTHREE	 ﾠ
ANALYTICAL	 ﾠAND	 ﾠMETHODOLOGICAL	 ﾠFRAMEWORK	 ﾠ	 ﾠ
	 ﾠ
3.1	 ﾠIntroduction	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠ chapter	 ﾠ explores	 ﾠ the	 ﾠ research	 ﾠ study,	 ﾠ its	 ﾠ aims	 ﾠ and	 ﾠ purposes,	 ﾠ and	 ﾠ the	 ﾠ
philosophical	 ﾠ and	 ﾠ theoretical	 ﾠ framework	 ﾠ underpinning	 ﾠ the	 ﾠ research	 ﾠ
methodology	 ﾠ employed	 ﾠ for	 ﾠ data	 ﾠ collection	 ﾠ and	 ﾠ Bourdieusian	 ﾠ analysis.	 ﾠ The	 ﾠ
approach	 ﾠin	 ﾠthis	 ﾠresearch	 ﾠis	 ﾠnarrative	 ﾠand	 ﾠit	 ﾠapplies	 ﾠBourdieu’s	 ﾠunderstanding	 ﾠof	 ﾠ
habitus,	 ﾠconatus,	 ﾠcapital,	 ﾠdoxa	 ﾠand	 ﾠfield	 ﾠto	 ﾠthe	 ﾠartistic	 ﾠcreations,	 ﾠlife	 ﾠand	 ﾠwork	 ﾠof	 ﾠ
the	 ﾠ case	 ﾠ study	 ﾠ (Wilhelm	 ﾠ Heinrich	 ﾠ Otto	 ﾠ Dix).	 ﾠ The	 ﾠ discussion	 ﾠ in	 ﾠ this	 ﾠ chapter	 ﾠ
centres	 ﾠon	 ﾠhow	 ﾠthese	 ﾠnotions,	 ﾠand	 ﾠother	 ﾠappropriate	 ﾠconcepts	 ﾠsuch	 ﾠas	 ﾠKuhn’s	 ﾠ
(1953)	 ﾠ views	 ﾠ on	 ﾠ paradigms,	 ﾠ can	 ﾠ be	 ﾠ successfully	 ﾠ brought	 ﾠ together	 ﾠ to	 ﾠ provide	 ﾠ
insight	 ﾠinto	 ﾠa	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠGermany	 ﾠduring	 ﾠthe	 ﾠperiod	 ﾠ1890	 ﾠ
–	 ﾠ1969.	 ﾠThis	 ﾠfacilitates	 ﾠan	 ﾠexploration	 ﾠof	 ﾠhow	 ﾠpractices	 ﾠaid	 ﾠcertain	 ﾠindividuals	 ﾠto	 ﾠ
educate	 ﾠthose	 ﾠaround	 ﾠthem	 ﾠin	 ﾠan	 ﾠattempt	 ﾠto	 ﾠdemocratise	 ﾠand	 ﾠinstigate	 ﾠcultural	 ﾠ
change,	 ﾠand	 ﾠwhy	 ﾠthose	 ﾠindividuals	 ﾠpursue	 ﾠa	 ﾠparticular	 ﾠcourse	 ﾠof	 ﾠaction	 ﾠin	 ﾠterms	 ﾠ
of	 ﾠ their	 ﾠ educational	 ﾠ trajectory	 ﾠ helping	 ﾠ educators	 ﾠ understand	 ﾠ how	 ﾠ the	 ﾠ self	 ﾠ is	 ﾠ
formed	 ﾠthrough	 ﾠa	 ﾠmuch	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative.	 ﾠThe	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠself	 ﾠin	 ﾠ
this	 ﾠ study	 ﾠ is	 ﾠ a	 ﾠ storied	 ﾠ self	 ﾠ that	 ﾠ interacts	 ﾠ with	 ﾠ significant	 ﾠ others	 ﾠ for	 ﾠ instance	 ﾠ
acquaintances,	 ﾠfamily,	 ﾠfriends	 ﾠand	 ﾠthe	 ﾠarmy.	 ﾠIt	 ﾠis	 ﾠsense	 ﾠmaking	 ﾠand	 ﾠoperates	 ﾠin	 ﾠ
the	 ﾠbildung	 ﾠas	 ﾠan	 ﾠeducated	 ﾠself.	 ﾠ	 ﾠ
	 ﾠ
3.2	 ﾠThe	 ﾠStudy,	 ﾠthe	 ﾠQuestion	 ﾠand	 ﾠits	 ﾠPurpose	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠthe	 ﾠlife	 ﾠand	 ﾠartwork	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠare	 ﾠinterrogated	 ﾠ
through	 ﾠ a	 ﾠ broader	 ﾠ notion	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ that	 ﾠ is	 ﾠ informed	 ﾠ by	 ﾠ the	 ﾠ German	 ﾠ
concept	 ﾠ of	 ﾠ the	 ﾠ bildung	 ﾠ using	 ﾠ biography.	 ﾠ More	 ﾠ specifically,	 ﾠ the	 ﾠ purpose	 ﾠ is	 ﾠ to	 ﾠ
interrogate	 ﾠthe	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠfrom	 ﾠa	 ﾠformal	 ﾠand	 ﾠinformal	 ﾠeducational	 ﾠ
perspective.	 ﾠThis	 ﾠincludes	 ﾠhow	 ﾠthe	 ﾠinformal	 ﾠeducation	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠprovided	 ﾠan	 ﾠ
experiment	 ﾠin	 ﾠself-ﾭ‐reflexive	 ﾠlearning	 ﾠand	 ﾠhow	 ﾠhe	 ﾠshared	 ﾠhis	 ﾠexperiences	 ﾠwith	 ﾠ
others	 ﾠto	 ﾠpromote	 ﾠdebate	 ﾠand	 ﾠinstigate	 ﾠcultural	 ﾠchange	 ﾠthrough	 ﾠhis	 ﾠart.	 ﾠ	 ﾠ
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More	 ﾠspecifically,	 ﾠthe	 ﾠpurpose	 ﾠis	 ﾠto	 ﾠevidence	 ﾠthe	 ﾠchanges	 ﾠin	 ﾠhis	 ﾠeducative	 ﾠspace	 ﾠ
itself.	 ﾠIt	 ﾠis	 ﾠpostulated	 ﾠthat	 ﾠan	 ﾠalternative	 ﾠinsight	 ﾠinto	 ﾠthe	 ﾠsymbiotic	 ﾠrelationship	 ﾠ
between	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠGermany	 ﾠand	 ﾠthe	 ﾠeducational	 ﾠtrajectory,	 ﾠthe	 ﾠreflexive-ﾭ‐
self	 ﾠ and	 ﾠ the	 ﾠ strategies	 ﾠ the	 ﾠ actors	 ﾠ at	 ﾠ the	 ﾠ time	 ﾠ used	 ﾠ to	 ﾠ educate	 ﾠ others	 ﾠ (the	 ﾠ
educational	 ﾠ life)	 ﾠ can	 ﾠ be	 ﾠ evidenced	 ﾠ through	 ﾠ a	 ﾠ biographical	 ﾠ life-ﾭ‐narrative;	 ﾠ here	 ﾠ
through	 ﾠthe	 ﾠlife	 ﾠof	 ﾠthe	 ﾠman	 ﾠconsidered	 ﾠas	 ﾠthe	 ﾠthen	 ﾠGerman	 ﾠculture’s	 ﾠdefining	 ﾠ
artist	 ﾠWilhelm	 ﾠHeinrich	 ﾠOtto	 ﾠDix	 ﾠ(1891	 ﾠ–	 ﾠ1969).	 ﾠ	 ﾠ
	 ﾠ
If,	 ﾠas	 ﾠis	 ﾠpostulated,	 ﾠan	 ﾠepochal	 ﾠeducative	 ﾠand	 ﾠits	 ﾠrelationship	 ﾠwith	 ﾠthe	 ﾠeducational	 ﾠ
life	 ﾠ(as	 ﾠabove)	 ﾠcan	 ﾠbe	 ﾠexplored	 ﾠthrough	 ﾠa	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠ(identity),	 ﾠ
narratives	 ﾠthat	 ﾠwere	 ﾠaffected	 ﾠby	 ﾠthe	 ﾠdynamics	 ﾠthat	 ﾠexisted	 ﾠwithin	 ﾠtheir	 ﾠlives	 ﾠfor	 ﾠ
example	 ﾠ amongst	 ﾠ other	 ﾠ things	 ﾠ war,	 ﾠ Weimer	 ﾠ culture,	 ﾠ economics,	 ﾠ education,	 ﾠ
opportunity,	 ﾠpolitics	 ﾠand	 ﾠpower.	 ﾠFurthermore,	 ﾠbiographical	 ﾠlife-ﾭ‐narratives	 ﾠcan	 ﾠ
inform	 ﾠcontemporary	 ﾠunderstanding	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠbecause	 ﾠof	 ﾠthe	 ﾠmanner	 ﾠin	 ﾠ
which	 ﾠ they	 ﾠ facilitate	 ﾠ the	 ﾠ exposure	 ﾠ of	 ﾠ relations	 ﾠ that	 ﾠ are	 ﾠ often	 ﾠ hidden	 ﾠ and	 ﾠ are	 ﾠ
difficult	 ﾠto	 ﾠfactually	 ﾠdiscern	 ﾠother	 ﾠthan	 ﾠin	 ﾠthe	 ﾠabstract.	 ﾠIt	 ﾠis	 ﾠcontended	 ﾠthat	 ﾠthe	 ﾠ
educative,	 ﾠ in	 ﾠ this	 ﾠ study	 ﾠ as	 ﾠ broadly	 ﾠ defined,	 ﾠ is	 ﾠ a	 ﾠ dynamically	 ﾠ organised	 ﾠ
phenomenon	 ﾠthat	 ﾠmediates	 ﾠto	 ﾠstructure	 ﾠlearning	 ﾠas	 ﾠan	 ﾠemergent	 ﾠconsequence.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ purpose	 ﾠ here	 ﾠ is	 ﾠ to	 ﾠ explore	 ﾠ and	 ﾠ evidence,	 ﾠ through	 ﾠ the	 ﾠ combination	 ﾠ of	 ﾠ a	 ﾠ
number	 ﾠof	 ﾠmethods	 ﾠand	 ﾠstrategies,	 ﾠwhat	 ﾠit	 ﾠmeans	 ﾠto	 ﾠbe	 ﾠeducated	 ﾠin	 ﾠthe	 ﾠworld	 ﾠat	 ﾠ
large	 ﾠthus	 ﾠfacilitating	 ﾠan	 ﾠalternative	 ﾠexplanation	 ﾠof	 ﾠthe	 ﾠinterrelationship	 ﾠbetween	 ﾠ
the	 ﾠ educative	 ﾠ and	 ﾠ the	 ﾠ structures	 ﾠ within	 ﾠ which	 ﾠ the	 ﾠ educated-ﾭ‐self	 ﾠ creates	 ﾠ and	 ﾠ
recreates	 ﾠitself.	 ﾠThis	 ﾠwill	 ﾠinform	 ﾠconventional	 ﾠeducational	 ﾠquestions	 ﾠrelating	 ﾠto	 ﾠa	 ﾠ
broader	 ﾠconcept	 ﾠof	 ﾠeducation.	 ﾠTo	 ﾠachieve	 ﾠthis,	 ﾠthe	 ﾠeducative	 ﾠas	 ﾠdefined	 ﾠin	 ﾠthis	 ﾠ
study	 ﾠ (see	 ﾠ supra	 ﾠ pp.40	 ﾠ –	 ﾠ 41)	 ﾠ will	 ﾠ be	 ﾠ related	 ﾠ directly	 ﾠ to	 ﾠ the	 ﾠ educational	 ﾠ life	 ﾠ
(educational	 ﾠtrajectory,	 ﾠreflexive-ﾭ‐self	 ﾠand	 ﾠthe	 ﾠstrategies	 ﾠused	 ﾠby	 ﾠOtto	 ﾠDix	 ﾠto	 ﾠshare	 ﾠ
his	 ﾠeducational	 ﾠexperiences	 ﾠwith	 ﾠothers.	 ﾠIn	 ﾠa	 ﾠDurkheimian	 ﾠsense	 ﾠthis	 ﾠis	 ﾠanalyzing	 ﾠ
the	 ﾠchoseité	 ﾠ(the	 ﾠthing)	 ﾠso	 ﾠas	 ﾠto	 ﾠbreak	 ﾠwith	 ﾠan	 ﾠoften-ﾭ‐methodological	 ﾠsingularity	 ﾠ
with	 ﾠtheoretical	 ﾠknowledge	 ﾠ(including	 ﾠmethod	 ﾠand	 ﾠstrategy)	 ﾠthat	 ﾠcan	 ﾠresult	 ﾠin	 ﾠan	 ﾠ
abstraction	 ﾠ of	 ﾠ reality	 ﾠ diluting	 ﾠ its	 ﾠ relation	 ﾠ with	 ﾠ factual	 ﾠ existence.	 ﾠ In	 ﾠ a	 ﾠ
Bourdieusian	 ﾠsense	 ﾠ	 ﾠ
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the	 ﾠunanalysed	 ﾠelement	 ﾠin	 ﾠany	 ﾠtheoretical	 ﾠanalysis	 ﾠis	 ﾠthe	 ﾠ…	 ﾠrelation	 ﾠ[of	 ﾠ
theoretical	 ﾠ knowledge]	 ﾠ to	 ﾠ the	 ﾠ social	 ﾠ [or	 ﾠ real]	 ﾠ world,	 ﾠ and	 ﾠ the	 ﾠ …	 ﾠ
conditions	 ﾠ upon	 ﾠ which	 ﾠ it	 ﾠ is	 ﾠ founded	 ﾠ …	 ﾠ [leading	 ﾠ to]	 ﾠ ‘’intellectual-ﾭ‐
centrism’’	 ﾠ…	 ﾠit	 ﾠis	 ﾠtherefore	 ﾠnecessary	 ﾠto	 ﾠsubordinate	 ﾠone’s	 ﾠscientific	 ﾠ
practice	 ﾠ to	 ﾠ a	 ﾠ knowledge	 ﾠ of	 ﾠ the	 ﾠ ‘knowing	 ﾠ subject’,	 ﾠ as	 ﾠ an	 ﾠ essentially	 ﾠ
critical	 ﾠknowledge	 ﾠof	 ﾠthe	 ﾠlimits	 ﾠinherent	 ﾠin	 ﾠall	 ﾠtheoretical	 ﾠknowledge	 ﾠ
[which	 ﾠallows	 ﾠfor	 ﾠits	 ﾠreal-ﾭ‐world	 ﾠapplication]	 ﾠ(1990,	 ﾠp.27;	 ﾠsee	 ﾠGrenfell	 ﾠ
2008,	 ﾠp.46)).	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
From	 ﾠ this	 ﾠ it	 ﾠ can	 ﾠ also	 ﾠ be	 ﾠ stated	 ﾠ that	 ﾠ contemporary	 ﾠ notions	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ
discount	 ﾠ or	 ﾠ at	 ﾠ the	 ﾠ very	 ﾠ least	 ﾠ marginalise	 ﾠ education	 ﾠ outside	 ﾠ of	 ﾠ the	 ﾠ traditional	 ﾠ
settings	 ﾠand	 ﾠare	 ﾠtherefore	 ﾠinherently	 ﾠinadequate	 ﾠin	 ﾠtheir	 ﾠpractical	 ﾠor	 ﾠreal-ﾭ‐world	 ﾠ
application.	 ﾠBoth	 ﾠBourdieu	 ﾠand	 ﾠDurkheim	 ﾠconnect	 ﾠtheir	 ﾠapproaches	 ﾠto	 ﾠhuman	 ﾠ
action	 ﾠbecause	 ﾠit	 ﾠhas	 ﾠthe	 ﾠcharacter	 ﾠof	 ﾠthe	 ﾠchoseité	 ﾠas	 ﾠagainst	 ﾠthe	 ﾠcharacter	 ﾠof	 ﾠthe	 ﾠ
individual,	 ﾠthus	 ﾠfacilitating	 ﾠvisible	 ﾠthe	 ﾠreal-ﾭ‐world	 ﾠapplication	 ﾠof	 ﾠthe	 ﾠtheoretical	 ﾠ
knowledge	 ﾠthey	 ﾠproduced.	 ﾠ	 ﾠ
	 ﾠ
Thus,	 ﾠthis	 ﾠstudy	 ﾠinterrogates	 ﾠa	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠevidences	 ﾠthis	 ﾠ
through	 ﾠa	 ﾠbiographical	 ﾠexploration	 ﾠof	 ﾠthe	 ﾠart,	 ﾠeducational	 ﾠtrajectory	 ﾠand	 ﾠlife	 ﾠof	 ﾠ
the	 ﾠGerman	 ﾠartist	 ﾠOtto	 ﾠDix	 ﾠ(see	 ﾠsupra	 ﾠp.77).	 ﾠ	 ﾠ
	 ﾠ
3.3	 ﾠSituating	 ﾠthe	 ﾠStudy:	 ﾠEducation	 ﾠResearch,	 ﾠReality	 ﾠand	 ﾠNarratives	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ chosen	 ﾠ philosophical	 ﾠ and	 ﾠ theoretical	 ﾠ framework,	 ﾠ and	 ﾠ relevant	 ﾠ research	 ﾠ
methodology	 ﾠ is	 ﾠ contextualised	 ﾠ by	 ﾠ situating	 ﾠ and	 ﾠ grounding	 ﾠ the	 ﾠ study	 ﾠ within	 ﾠ
education	 ﾠresearch.	 ﾠ	 ﾠ
	 ﾠ
Comprehension	 ﾠof	 ﾠhuman	 ﾠbehaviour	 ﾠderives	 ﾠfrom	 ﾠthe	 ﾠbelief	 ﾠthat	 ﾠwe	 ﾠinherently	 ﾠ
seek	 ﾠ to	 ﾠ make	 ﾠ sense,	 ﾠ through	 ﾠ the	 ﾠ creative	 ﾠ imaginative	 ﾠ process	 ﾠ rather	 ﾠ than	 ﾠ
abstract	 ﾠthought	 ﾠ(see	 ﾠgenerally	 ﾠDilthey	 ﾠ1867	 ﾠ–	 ﾠ1868,	 ﾠin	 ﾠMakkreel	 ﾠand	 ﾠRodi	 ﾠ1996,	 ﾠ
p.229),	 ﾠ our	 ﾠ past	 ﾠ actions	 ﾠ (or	 ﾠ practices)	 ﾠ and	 ﾠ similarly	 ﾠ to	 ﾠ understand	 ﾠ those	 ﾠ of	 ﾠ
others;	 ﾠthe	 ﾠexplicit	 ﾠassumption	 ﾠhere	 ﾠis	 ﾠthat	 ﾠthe	 ﾠunderstanding	 ﾠof	 ﾠthe	 ﾠworld	 ﾠand	 ﾠ
the	 ﾠway	 ﾠin	 ﾠwhich	 ﾠit	 ﾠworks	 ﾠinfluences	 ﾠthe	 ﾠform	 ﾠin	 ﾠwhich	 ﾠit	 ﾠexists	 ﾠand	 ﾠthus	 ﾠthe	 ﾠ	 ﾠ 86	 ﾠ
implicit	 ﾠpurpose	 ﾠof	 ﾠthis	 ﾠmust	 ﾠbe	 ﾠto	 ﾠinform	 ﾠin	 ﾠan	 ﾠact	 ﾠof	 ﾠself-ﾭ‐reflection	 ﾠany	 ﾠfuture	 ﾠ
actions	 ﾠ(or	 ﾠpractices)	 ﾠthat	 ﾠone	 ﾠundertakes.	 ﾠThese	 ﾠnotions	 ﾠcan	 ﾠinform	 ﾠeducation	 ﾠ
research	 ﾠbecause	 ﾠone	 ﾠof	 ﾠits	 ﾠmany	 ﾠpurposes	 ﾠis	 ﾠto	 ﾠunderstand	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠ
effect	 ﾠ a	 ﾠ transformational	 ﾠ change	 ﾠ in	 ﾠ the	 ﾠ educational	 ﾠ trajectories	 ﾠ and	 ﾠ the	 ﾠ
educational	 ﾠ (culture,	 ﾠ identity,	 ﾠ politics,	 ﾠ social	 ﾠ integration,	 ﾠ self	 ﾠ and	 ﾠ religion)	 ﾠ
evolution	 ﾠof	 ﾠhuman	 ﾠbeings	 ﾠbecause,	 ﾠwe	 ﾠadapt	 ﾠ(voluntarily	 ﾠand	 ﾠinvoluntarily)	 ﾠto	 ﾠ
the	 ﾠ world	 ﾠ in	 ﾠ which	 ﾠ we	 ﾠ are	 ﾠ educated	 ﾠ namely	 ﾠ the	 ﾠ world	 ﾠ at	 ﾠ large	 ﾠ because	 ﾠ the	 ﾠ
converse	 ﾠis	 ﾠsimply	 ﾠnot	 ﾠviable	 ﾠ(see	 ﾠgenerally	 ﾠShaw	 ﾠ1903;	 ﾠand	 ﾠGrenfell	 ﾠ2009,	 ﾠp.33	 ﾠ
for	 ﾠan	 ﾠinsightful	 ﾠaccount	 ﾠof	 ﾠBourdieu’s	 ﾠdesire	 ﾠfor	 ﾠschool	 ﾠlevel	 ﾠlearning	 ﾠto	 ﾠbecome	 ﾠ
a	 ﾠmechanism	 ﾠfor	 ﾠsocial	 ﾠintegration).	 ﾠ	 ﾠ
	 ﾠ
For	 ﾠinstance	 ﾠan	 ﾠexample	 ﾠof	 ﾠthis	 ﾠwas	 ﾠgiven	 ﾠin	 ﾠChapter	 ﾠtwo	 ﾠwhere	 ﾠOtto	 ﾠDix	 ﾠfailed	 ﾠ
to	 ﾠsecure	 ﾠa	 ﾠscholarship	 ﾠfrom	 ﾠPrince	 ﾠHeinrich	 ﾠXXVIII	 ﾠof	 ﾠReuss	 ﾠ(Heinrich	 ﾠXXVII	 ﾠ
Fürst	 ﾠ Reuß	 ﾠ jüngere	 ﾠ Linie),	 ﾠ this	 ﾠ coupled	 ﾠ with	 ﾠ the	 ﾠ inability	 ﾠ of	 ﾠ his	 ﾠ proletarian	 ﾠ
parents	 ﾠto	 ﾠfinance	 ﾠhis	 ﾠart	 ﾠstudies	 ﾠcould	 ﾠhave	 ﾠled	 ﾠhim	 ﾠin	 ﾠan	 ﾠalternative	 ﾠcareer	 ﾠ
path,	 ﾠ it	 ﾠ almost	 ﾠ did	 ﾠ when	 ﾠ one	 ﾠ contrasts	 ﾠ the	 ﾠ difference	 ﾠ between	 ﾠ his	 ﾠ training	 ﾠ
towards	 ﾠthe	 ﾠdemand-ﾭ‐led	 ﾠprofession	 ﾠof	 ﾠdecorative	 ﾠpainting	 ﾠunder	 ﾠMaster	 ﾠSenff	 ﾠ
(Gera	 ﾠcirca	 ﾠ1907	 ﾠ–	 ﾠ1920)	 ﾠand	 ﾠhis	 ﾠstudies	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠSchool	 ﾠof	 ﾠArts	 ﾠand	 ﾠ
Crafts	 ﾠwith	 ﾠhis	 ﾠlater	 ﾠmore	 ﾠpersonal,	 ﾠphilosophical	 ﾠand	 ﾠsocially	 ﾠcritical	 ﾠartworks.	 ﾠ
	 ﾠ
Therefore	 ﾠ this	 ﾠ notion	 ﾠ of	 ﾠ the	 ﾠ educative,	 ﾠ where	 ﾠ considered	 ﾠ from	 ﾠ an	 ﾠ
auto/biographical	 ﾠperspective,	 ﾠbrings	 ﾠa	 ﾠwealth	 ﾠof	 ﾠtherapeutic	 ﾠinformation	 ﾠon	 ﾠthe	 ﾠ
formal	 ﾠand	 ﾠinformal	 ﾠspheres	 ﾠin	 ﾠwhich	 ﾠone	 ﾠis	 ﾠeducated	 ﾠso	 ﾠthat	 ﾠthe	 ﾠcreation	 ﾠof	 ﾠnew	 ﾠ
educational	 ﾠstrategies	 ﾠmay	 ﾠbe	 ﾠinformed	 ﾠon	 ﾠthe	 ﾠextent	 ﾠand	 ﾠimpact	 ﾠof	 ﾠeducation	 ﾠ
outside	 ﾠof	 ﾠconventional	 ﾠsettings.	 ﾠ
	 ﾠ
The	 ﾠEducative	 ﾠand	 ﾠNarrative	 ﾠResearch	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠbiographical,	 ﾠautobiographical	 ﾠand	 ﾠauto/biographical	 ﾠlife-ﾭ‐narrative,	 ﾠperhaps	 ﾠ
because	 ﾠof	 ﾠthe	 ﾠremnants	 ﾠof	 ﾠtheir	 ﾠmethodological	 ﾠroots	 ﾠin	 ﾠthe	 ﾠliterary	 ﾠdomain,	 ﾠare	 ﾠ
not	 ﾠwidely	 ﾠaccepted	 ﾠas	 ﾠbeing	 ﾠhistorically	 ﾠaccurate	 ﾠor	 ﾠreference	 ﾠdocumentaries.	 ﾠ
This	 ﾠ is	 ﾠ contrary	 ﾠ to	 ﾠ the	 ﾠ fact	 ﾠ that	 ﾠ the	 ﾠ way	 ﾠ in	 ﾠ which	 ﾠ the	 ﾠ nature	 ﾠ of	 ﾠ scientific	 ﾠ
knowledge	 ﾠis	 ﾠperceived	 ﾠand	 ﾠthe	 ﾠmethods	 ﾠused	 ﾠto	 ﾠachieve	 ﾠthem	 ﾠhave	 ﾠchanged	 ﾠin	 ﾠ	 ﾠ 87	 ﾠ
the	 ﾠlast	 ﾠthirty	 ﾠyears	 ﾠ(Roberts	 ﾠ2002:	 ﾠp.4)	 ﾠand	 ﾠthat	 ﾠnarratives	 ﾠ(in	 ﾠgeneral)	 ﾠadd	 ﾠthe	 ﾠ
concepts	 ﾠof	 ﾠ‘story’	 ﾠand	 ﾠ‘time’	 ﾠto	 ﾠthe	 ﾠresearch	 ﾠprocess.	 ﾠBiography	 ﾠhas	 ﾠbeen	 ﾠused	 ﾠto	 ﾠ
explore	 ﾠthe	 ﾠlives	 ﾠof	 ﾠartists	 ﾠfor	 ﾠmany	 ﾠyears	 ﾠ(see	 ﾠgenerally	 ﾠJunod	 ﾠ2011,	 ﾠp.15	 ﾠ–	 ﾠ50).	 ﾠ
The	 ﾠlife	 ﾠof	 ﾠthe	 ﾠartist	 ﾠis	 ﾠnow	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠa	 ﾠliterary	 ﾠgenre	 ﾠin	 ﾠitself	 ﾠand	 ﾠis	 ﾠ
recognised	 ﾠ for	 ﾠ the	 ﾠ creative,	 ﾠ cultural,	 ﾠ educational,	 ﾠ imaginative	 ﾠ and	 ﾠ intellectual	 ﾠ
biographical	 ﾠinsights	 ﾠit	 ﾠlends	 ﾠto	 ﾠunderstanding	 ﾠhumanity.	 ﾠArtist	 ﾠbiographies	 ﾠhave	 ﾠ
also	 ﾠemerged	 ﾠas	 ﾠa	 ﾠdialogue	 ﾠbetween	 ﾠart	 ﾠand	 ﾠeducation,	 ﾠand	 ﾠhave	 ﾠcome	 ﾠa	 ﾠlong	 ﾠ
way	 ﾠsince	 ﾠthe	 ﾠhistoriographic	 ﾠmodel	 ﾠ(see	 ﾠgenerally	 ﾠVasari	 ﾠ2007).	 ﾠClarke	 ﾠ(2006;	 ﾠ
2012)	 ﾠprovides	 ﾠa	 ﾠgood	 ﾠexample	 ﾠof	 ﾠthis,	 ﾠusing	 ﾠdata	 ﾠsimilar	 ﾠto	 ﾠthat	 ﾠused	 ﾠin	 ﾠthis	 ﾠ
study,	 ﾠin	 ﾠexamining	 ﾠthe	 ﾠlives	 ﾠof	 ﾠtwo	 ﾠnotable	 ﾠEnglish	 ﾠartists;	 ﾠEvelyn	 ﾠDunbar	 ﾠand	 ﾠ
Randolph	 ﾠSchwabe.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠterms	 ﾠscientific	 ﾠknowledge,	 ﾠin	 ﾠthis	 ﾠcontext,	 ﾠrefers	 ﾠto	 ﾠthe	 ﾠbody	 ﾠof	 ﾠknowledge	 ﾠ
produced	 ﾠ through	 ﾠ systematic	 ﾠ study	 ﾠ that	 ﾠ is	 ﾠ organised	 ﾠ by	 ﾠ general	 ﾠ principles.	 ﾠ
There	 ﾠis	 ﾠstill	 ﾠconsiderable	 ﾠdebate	 ﾠas	 ﾠto	 ﾠwhether	 ﾠnarrative	 ﾠstudy	 ﾠcan	 ﾠbe	 ﾠregarded	 ﾠ
as	 ﾠa	 ﾠstrategy	 ﾠof	 ﾠinquiry	 ﾠ(see	 ﾠRiessman	 ﾠ1993:	 ﾠ17	 ﾠ–	 ﾠ18;	 ﾠRoberts	 ﾠ2002:	 ﾠ118).	 ﾠ	 ﾠ
	 ﾠ
Erben	 ﾠ(2000,	 ﾠp.384)	 ﾠsays,	 ﾠof	 ﾠRicoeur,	 ﾠthat	 ﾠ
	 ﾠ
[if]	 ﾠtime	 ﾠis	 ﾠthe	 ﾠuniversal	 ﾠdefining	 ﾠstructure	 ﾠof	 ﾠhuman	 ﾠexistence	 ﾠ[then]	 ﾠ
that	 ﾠis	 ﾠmade	 ﾠintelligible	 ﾠin	 ﾠterms	 ﾠof	 ﾠnarratives.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠassumption	 ﾠhere	 ﾠrelates	 ﾠto	 ﾠthe	 ﾠpurpose	 ﾠof	 ﾠa	 ﾠnarrative,	 ﾠfor	 ﾠRicoeur	 ﾠat	 ﾠleast,	 ﾠas	 ﾠ
being	 ﾠto	 ﾠmake	 ﾠhuman	 ﾠexistence	 ﾠfar	 ﾠmore	 ﾠunderstandable.	 ﾠIn	 ﾠlife-ﾭ‐narratives	 ﾠthis	 ﾠ
Ricoeurian	 ﾠ formulation	 ﾠ falls	 ﾠ pray	 ﾠ to	 ﾠ the	 ﾠ issue	 ﾠ of	 ﾠ universalisation	 ﾠ or	 ﾠ
objectification	 ﾠ for	 ﾠ purposes	 ﾠ of	 ﾠ measurement	 ﾠ (the	 ﾠ scope	 ﾠ of	 ﾠ human	 ﾠ existence),	 ﾠ
although	 ﾠ the	 ﾠ form	 ﾠ of	 ﾠ measurement	 ﾠ referred	 ﾠ to	 ﾠ is	 ﾠ intelligibility.	 ﾠ Scope	 ﾠ here	 ﾠ
denotes;	 ﾠdimension	 ﾠand	 ﾠthe	 ﾠliteral	 ﾠ(informal),	 ﾠmetaphorical	 ﾠand	 ﾠphilosophical	 ﾠ
instrument	 ﾠthrough	 ﾠwhich	 ﾠhuman	 ﾠexistence	 ﾠcan	 ﾠbe	 ﾠviewed	 ﾠand	 ﾠthus	 ﾠexamined	 ﾠor	 ﾠ
investigated.	 ﾠThe	 ﾠargument	 ﾠholds	 ﾠweight,	 ﾠhowever	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠlife-ﾭ‐narrative	 ﾠ
the	 ﾠ extent	 ﾠ to	 ﾠ which	 ﾠ this	 ﾠ encompasses	 ﾠ the	 ﾠ evidence	 ﾠ and	 ﾠ legacies	 ﾠ that	 ﾠ exist	 ﾠ
subsequent	 ﾠto	 ﾠthat	 ﾠlife	 ﾠis	 ﾠunclear.	 ﾠThis	 ﾠis	 ﾠbecause	 ﾠthe	 ﾠbiographies	 ﾠare	 ﾠstories	 ﾠ
about	 ﾠlives	 ﾠat	 ﾠparticular	 ﾠmoments	 ﾠin	 ﾠtime.	 ﾠThus,	 ﾠthe	 ﾠintelligibility	 ﾠ(context	 ﾠor	 ﾠ	 ﾠ 88	 ﾠ
historicity)	 ﾠthat	 ﾠtime	 ﾠand	 ﾠnarratives	 ﾠlend	 ﾠto	 ﾠthe	 ﾠlived-ﾭ‐life	 ﾠmust	 ﾠbe	 ﾠviewed	 ﾠwithin	 ﾠ
this	 ﾠ constraint.	 ﾠ In	 ﾠ short,	 ﾠ time	 ﾠ as	 ﾠ the	 ﾠ universal	 ﾠ defining	 ﾠ structure	 ﾠ of	 ﾠ human	 ﾠ
existence	 ﾠ can	 ﾠ further	 ﾠ enhance	 ﾠ the	 ﾠ biography	 ﾠ when	 ﾠ explored	 ﾠ from	 ﾠ a	 ﾠ meta-ﾭ‐
biographical	 ﾠperspective	 ﾠ(see	 ﾠsupra	 ﾠp.58).	 ﾠSimilarly,	 ﾠthe	 ﾠeducative	 ﾠas	 ﾠa	 ﾠuniversal	 ﾠ
can	 ﾠbe	 ﾠsimilarly	 ﾠdeficient	 ﾠif	 ﾠit	 ﾠdoes	 ﾠnot	 ﾠaccount	 ﾠfor	 ﾠthe	 ﾠsubstantive	 ﾠordering	 ﾠ(or	 ﾠ
structuring)	 ﾠ role	 ﾠ that	 ﾠ micro-ﾭ‐level	 ﾠ influences	 ﾠ play.	 ﾠ A	 ﾠ study	 ﾠ using	 ﾠ narrative	 ﾠ
research	 ﾠcan	 ﾠground	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠits	 ﾠmicro	 ﾠand	 ﾠmacro	 ﾠlevel	 ﾠhistoricity	 ﾠfar	 ﾠ
more	 ﾠeasily	 ﾠthan	 ﾠother	 ﾠstrategies	 ﾠof	 ﾠresearch.	 ﾠ	 ﾠ
	 ﾠ	 ﾠ
Even	 ﾠ autobiographical	 ﾠ and	 ﾠ biographical	 ﾠ life-ﾭ‐narratives	 ﾠ are	 ﾠ often	 ﾠ presented	 ﾠ
through	 ﾠa	 ﾠnarrow	 ﾠparticularism	 ﾠby	 ﾠreason	 ﾠof	 ﾠthe	 ﾠrequirement	 ﾠfor	 ﾠmethodological	 ﾠ
coherence	 ﾠand	 ﾠreliability	 ﾠ(discussed	 ﾠin-ﾭ‐depth	 ﾠanon).	 ﾠSupport	 ﾠfor	 ﾠthis	 ﾠcontention	 ﾠ
is	 ﾠ most	 ﾠ profound	 ﾠ in	 ﾠ the	 ﾠ sentiments	 ﾠ implicit	 ﾠ within	 ﾠ academic	 ﾠ debate	 ﾠ that	 ﾠ
frequently	 ﾠfocus	 ﾠon	 ﾠthe	 ﾠcreation	 ﾠor	 ﾠrecreation	 ﾠof	 ﾠlife-ﾭ‐narratives	 ﾠand	 ﾠthe	 ﾠimpact	 ﾠof	 ﾠ
excessively	 ﾠreified	 ﾠconcepts	 ﾠincluding	 ﾠthe	 ﾠlocation	 ﾠof	 ﾠboth	 ﾠthe	 ﾠauthor	 ﾠand	 ﾠthe	 ﾠ
narrator,	 ﾠthe	 ﾠlimitation	 ﾠof	 ﾠvalidity,	 ﾠobjectivity	 ﾠand	 ﾠbias	 ﾠthus	 ﾠsuggesting	 ﾠthat	 ﾠlife-ﾭ‐
narratives	 ﾠ simply	 ﾠ represent	 ﾠ how	 ﾠ reality	 ﾠ ‘appears	 ﾠ to	 ﾠ be’	 ﾠ from	 ﾠ varying	 ﾠ
perspectives	 ﾠrather	 ﾠthan	 ﾠ‘how	 ﾠor	 ﾠwhat	 ﾠ[reality]	 ﾠreally	 ﾠis’	 ﾠ(see	 ﾠalso	 ﾠDeutsche	 ﾠ1998,	 ﾠ
pp.73-ﾭ‐141).	 ﾠThe	 ﾠsame	 ﾠcriticism	 ﾠis	 ﾠlevied	 ﾠon	 ﾠthe	 ﾠart	 ﾠhistorian	 ﾠand	 ﾠthe	 ﾠperspectives	 ﾠ
from	 ﾠwhich	 ﾠwork	 ﾠis	 ﾠpresented	 ﾠi.e.	 ﾠfeminist	 ﾠcritiques	 ﾠof	 ﾠart,	 ﾠand	 ﾠthe	 ﾠoriginating	 ﾠ
language	 ﾠ of	 ﾠ the	 ﾠ evidence	 ﾠ used	 ﾠ for	 ﾠ example	 ﾠ translations	 ﾠ of	 ﾠ foreign	 ﾠ language	 ﾠ
catalogues,	 ﾠletters	 ﾠand	 ﾠtexts.	 ﾠWhen	 ﾠthe	 ﾠsame	 ﾠreasoning	 ﾠis	 ﾠapplied	 ﾠto	 ﾠreality	 ﾠthen	 ﾠ
what	 ﾠemerges	 ﾠis	 ﾠa	 ﾠworld	 ﾠof	 ﾠmultiple	 ﾠrealities	 ﾠor	 ﾠhabituses	 ﾠ(see	 ﾠsupra	 ﾠp.26),	 ﾠeach	 ﾠ
of	 ﾠwhich	 ﾠis	 ﾠin	 ﾠsome	 ﾠway	 ﾠconnected	 ﾠto	 ﾠand	 ﾠstructured	 ﾠby	 ﾠthe	 ﾠother	 ﾠwhether	 ﾠin	 ﾠ
their	 ﾠcurrent	 ﾠor	 ﾠprevious	 ﾠform	 ﾠ(this	 ﾠalso	 ﾠaccounts	 ﾠfor	 ﾠthe	 ﾠlegacies	 ﾠdiscussed	 ﾠin	 ﾠ
relation	 ﾠto	 ﾠHeidegger’s	 ﾠtreatise	 ﾠin	 ﾠChapter	 ﾠone).	 ﾠThese	 ﾠhabituses	 ﾠare	 ﾠthe	 ﾠkey	 ﾠto	 ﾠ
evidencing	 ﾠthe	 ﾠeducative	 ﾠwithin	 ﾠa	 ﾠparticular	 ﾠepoch,	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠGermany.	 ﾠ	 ﾠ
	 ﾠ
Gadamer	 ﾠsuggests	 ﾠthat	 ﾠdata	 ﾠmust	 ﾠbe	 ﾠplaced	 ﾠwithin	 ﾠa	 ﾠvariety	 ﾠof	 ﾠcontexts	 ﾠthat	 ﾠcan	 ﾠ
evidence	 ﾠ the	 ﾠ many	 ﾠ interrelationships.	 ﾠ Scott	 ﾠ suggests,	 ﾠ in	 ﾠ relation	 ﾠ to	 ﾠ epistemic	 ﾠ
paradigms	 ﾠand	 ﾠrelativism	 ﾠthat	 ﾠknowledge	 ﾠproduced	 ﾠcould	 ﾠbe	 ﾠconsidered	 ﾠas	 ﾠ	 ﾠ	 ﾠ
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transitive	 ﾠ and	 ﾠ therefore	 ﾠ context-ﾭ‐dependent	 ﾠ knowledge	 ﾠ of	 ﾠ relatively	 ﾠ
unchanging	 ﾠ objects	 ﾠ …	 ﾠ [but	 ﾠ of	 ﾠ which	 ﾠ there	 ﾠ is	 ﾠ no]	 ﾠ neutral	 ﾠ way	 ﾠ of	 ﾠ
[negating	 ﾠthe	 ﾠimpact	 ﾠof	 ﾠideological	 ﾠvalue	 ﾠ[in	 ﾠthe	 ﾠuniversals	 ﾠidentified	 ﾠ
thereof]]	 ﾠ(2000,	 ﾠp.20).	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠ is	 ﾠ accepted	 ﾠ that	 ﾠ data	 ﾠ (Gadamer)	 ﾠ and	 ﾠ context-ﾭ‐dependence	 ﾠ (Scott)	 ﾠ create	 ﾠ
transitive	 ﾠ knowledge.	 ﾠ The	 ﾠ educative	 ﾠ is	 ﾠ in	 ﾠ continuous	 ﾠ evolution	 ﾠ and	 ﾠ therefore	 ﾠ
constantly	 ﾠ changing	 ﾠ as	 ﾠ are	 ﾠ the	 ﾠ actors	 ﾠ that	 ﾠ exist	 ﾠ within	 ﾠ it	 ﾠ –	 ﾠ therefore	 ﾠ this	 ﾠ
symbiotic	 ﾠrelationship	 ﾠcan	 ﾠbe	 ﾠexplored	 ﾠmore	 ﾠeffectively	 ﾠthrough	 ﾠthe	 ﾠbiographical	 ﾠ
life-ﾭ‐narrative.	 ﾠ	 ﾠ
	 ﾠ
Kuhn	 ﾠ(1996,	 ﾠp.43)	 ﾠstates,	 ﾠin	 ﾠrelation	 ﾠto	 ﾠinductive	 ﾠtesting	 ﾠtheories,	 ﾠthat	 ﾠ
	 ﾠ
to	 ﾠ discover	 ﾠ [or	 ﾠ investigate]	 ﾠ the	 ﾠ relation	 ﾠ between	 ﾠ paradigms	 ﾠ …	 ﾠ
consider	 ﾠ …	 ﾠ the	 ﾠ [isolation	 ﾠ of]	 ﾠ the	 ﾠ particular	 ﾠ loci	 ﾠ …	 ﾠ described	 ﾠ as	 ﾠ
accepted	 ﾠ[from	 ﾠthe	 ﾠglobal	 ﾠparadigms].	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠis	 ﾠa	 ﾠchallenge	 ﾠto	 ﾠthe	 ﾠtraditional	 ﾠimage	 ﾠof	 ﾠscience	 ﾠ(see	 ﾠHacking	 ﾠ(1981)	 ﾠand	 ﾠ
Popper	 ﾠ(1976))	 ﾠpresenting	 ﾠa	 ﾠmediated	 ﾠand	 ﾠshaped	 ﾠset	 ﾠof	 ﾠsocio-ﾭ‐historic	 ﾠprocesses	 ﾠ
(see	 ﾠUsher	 ﾠ1996,	 ﾠp.15).	 ﾠWittgenstein	 ﾠand	 ﾠKuhn	 ﾠsay	 ﾠalmost	 ﾠnothing	 ﾠon	 ﾠhow	 ﾠglobal	 ﾠ
paradigms	 ﾠand	 ﾠthe	 ﾠparticular	 ﾠ‘loci’	 ﾠthey	 ﾠdiscuss	 ﾠcome	 ﾠto	 ﾠexist.	 ﾠIt	 ﾠseems	 ﾠthat	 ﾠfor	 ﾠ
them	 ﾠthese	 ﾠ‘characteristics	 ﾠor	 ﾠattributes’	 ﾠare	 ﾠbut	 ﾠabstract	 ﾠconcepts	 ﾠintuitively	 ﾠor	 ﾠ
subconsciously	 ﾠ accepted.	 ﾠ Pierre	 ﾠ Bourdieu	 ﾠ broke	 ﾠ with	 ﾠ theoretical	 ﾠ knowledge	 ﾠ
precisely	 ﾠ because	 ﾠ it	 ﾠ tended	 ﾠ to	 ﾠ ‘abstract	 ﾠ reality’.	 ﾠ The	 ﾠ problem	 ﾠ is	 ﾠ that	 ﾠ abstract	 ﾠ
concepts	 ﾠ often	 ﾠ imitate	 ﾠ and	 ﾠ represent	 ﾠ themselves	 ﾠ as	 ﾠ external	 ﾠ reality	 ﾠ in	 ﾠ reified	 ﾠ
form,	 ﾠat	 ﾠthe	 ﾠvery	 ﾠbasic	 ﾠthrough	 ﾠan	 ﾠact	 ﾠor	 ﾠomission	 ﾠ(see	 ﾠGrenfell	 ﾠ2008,	 ﾠp.46;	 ﾠsee	 ﾠ
supra	 ﾠp.85	 ﾠfor	 ﾠBourdieu).	 ﾠ	 ﾠ
	 ﾠ
An	 ﾠeffective	 ﾠexploration	 ﾠof	 ﾠthe	 ﾠrelationship	 ﾠbetween	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠdynamics	 ﾠ
in	 ﾠwhich	 ﾠit	 ﾠexists	 ﾠcan	 ﾠalso	 ﾠbe	 ﾠfacilitated	 ﾠthrough	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative.	 ﾠ
An	 ﾠexample	 ﾠrelevant	 ﾠto	 ﾠthis	 ﾠstudy	 ﾠis	 ﾠNazi	 ﾠpropaganda;	 ﾠhere	 ﾠsocially	 ﾠcritical	 ﾠart,	 ﾠ
including	 ﾠthat	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠthat	 ﾠsought	 ﾠto	 ﾠeducate	 ﾠothers	 ﾠas	 ﾠto	 ﾠthe	 ﾠdangers	 ﾠof	 ﾠ
warfare,	 ﾠ was	 ﾠ classed	 ﾠ as	 ﾠ degenerate.	 ﾠ Such	 ﾠ political	 ﾠ policy	 ﾠ altered	 ﾠ the	 ﾠ entire	 ﾠ	 ﾠ 90	 ﾠ
nature	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠthis	 ﾠepoch	 ﾠand	 ﾠtherefore	 ﾠthe	 ﾠeducational	 ﾠtrajectory,	 ﾠ
reflexive-ﾭ‐self	 ﾠand	 ﾠthe	 ﾠstrategies	 ﾠOtto	 ﾠDix	 ﾠthen	 ﾠused	 ﾠto	 ﾠshare	 ﾠhis	 ﾠexperiences	 ﾠwith	 ﾠ
those	 ﾠaround	 ﾠhim.	 ﾠHe	 ﾠchose	 ﾠto	 ﾠremain	 ﾠin	 ﾠGermany	 ﾠbut	 ﾠparticipate,	 ﾠlike	 ﾠother	 ﾠ
artists,	 ﾠin	 ﾠinner-ﾭ‐migration.	 ﾠHis	 ﾠphysical	 ﾠpresence	 ﾠheld	 ﾠa	 ﾠstrong	 ﾠpolitical	 ﾠmessage;	 ﾠ
Dix	 ﾠwas	 ﾠa	 ﾠcommitted	 ﾠGerman,	 ﾠat	 ﾠone	 ﾠpoint	 ﾠhe	 ﾠepitomised	 ﾠGerman	 ﾠculture,	 ﾠand	 ﾠhe	 ﾠ
did	 ﾠnot	 ﾠagree	 ﾠwith	 ﾠthe	 ﾠideals	 ﾠof	 ﾠthe	 ﾠThird	 ﾠReich	 ﾠbecause	 ﾠin	 ﾠhis	 ﾠopinion	 ﾠthey	 ﾠled	 ﾠto	 ﾠ
nothing	 ﾠbut	 ﾠdestruction	 ﾠ–	 ﾠexperience	 ﾠhad	 ﾠtaught	 ﾠhim	 ﾠ(reflexivity)	 ﾠthat	 ﾠchange	 ﾠ
could	 ﾠbe	 ﾠachieved	 ﾠin	 ﾠalternative	 ﾠways.	 ﾠDix	 ﾠplaced	 ﾠhimself,	 ﾠfrom	 ﾠa	 ﾠBourdieusian	 ﾠ
perspective,	 ﾠ in	 ﾠ the	 ﾠ position	 ﾠ of	 ﾠ the	 ﾠ knowing	 ﾠ subject	 ﾠ to	 ﾠ spread	 ﾠ humanistic	 ﾠ
messages.	 ﾠThus,	 ﾠa	 ﾠmore	 ﾠinsightful	 ﾠexploration	 ﾠof	 ﾠthe	 ﾠrelationship	 ﾠbetween	 ﾠthe	 ﾠ
educative	 ﾠand	 ﾠthe	 ﾠstate,	 ﾠsociety	 ﾠand	 ﾠthe	 ﾠindividual	 ﾠis	 ﾠfacilitated.	 ﾠWhat	 ﾠfollows	 ﾠis	 ﾠa	 ﾠ
discussion	 ﾠon	 ﾠthe	 ﾠvariables	 ﾠthat	 ﾠrequire	 ﾠconsideration	 ﾠto	 ﾠaid	 ﾠthis.	 ﾠ	 ﾠ
	 ﾠ
3.4	 ﾠThe	 ﾠVariables	 ﾠfor	 ﾠExploration	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠthis	 ﾠstudy	 ﾠthe	 ﾠfollowing	 ﾠvariables	 ﾠhave	 ﾠbeen	 ﾠselected	 ﾠas	 ﾠthe	 ﾠbasis	 ﾠof	 ﾠexploring	 ﾠ
the	 ﾠrelationship	 ﾠbetween	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠthe	 ﾠstate,	 ﾠsociety	 ﾠand	 ﾠthe	 ﾠindividual:	 ﾠ	 ﾠ
	 ﾠ	 ﾠ
-ﾭ‐  Art	 ﾠMovements	 ﾠand	 ﾠstyles	 ﾠ(Dada,	 ﾠNeue	 ﾠSachlichkeit	 ﾠand	 ﾠVerism);	 ﾠ	 ﾠ
-ﾭ‐  Artistic	 ﾠand	 ﾠCreative	 ﾠProduction	 ﾠ	 ﾠ
-ﾭ‐  German	 ﾠCulture	 ﾠ(Wilhelmine,	 ﾠWeimar,	 ﾠGDR	 ﾠand	 ﾠFDR);	 ﾠ
-ﾭ‐  Economics;	 ﾠ	 ﾠ
-ﾭ‐  Education;	 ﾠ	 ﾠ
-ﾭ‐  Employment;	 ﾠ	 ﾠ
-ﾭ‐  Experiences,	 ﾠ epiphanies	 ﾠ and	 ﾠ events	 ﾠ (childhood,	 ﾠ adolescence	 ﾠ and	 ﾠ
youth/adulthood);	 ﾠ
-ﾭ‐  Family;	 ﾠ
-ﾭ‐  Politics;	 ﾠ	 ﾠ
-ﾭ‐  Race	 ﾠand	 ﾠreligion;	 ﾠ
-ﾭ‐  Relationships	 ﾠ(social,	 ﾠpersonal	 ﾠand	 ﾠpolitical);	 ﾠand	 ﾠ
-ﾭ‐  The	 ﾠFirst	 ﾠand	 ﾠSecond	 ﾠWorld	 ﾠWars.	 ﾠ
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The	 ﾠ selection	 ﾠ of	 ﾠ these	 ﾠ factors	 ﾠ or	 ﾠ variables	 ﾠ are	 ﾠ informed	 ﾠ by	 ﾠ the	 ﾠ vast	 ﾠ array	 ﾠ of	 ﾠ
literature	 ﾠon	 ﾠthe	 ﾠlife-ﾭ‐narrative	 ﾠand	 ﾠnarrative	 ﾠstudies;	 ﾠthese	 ﾠare	 ﾠissues	 ﾠthat	 ﾠare	 ﾠ
commonly	 ﾠfeatured	 ﾠin	 ﾠlife-ﾭ‐narratives;	 ﾠTamboukou’s	 ﾠwork	 ﾠon	 ﾠRosa	 ﾠBonheur	 ﾠis	 ﾠa	 ﾠ
good	 ﾠexample	 ﾠ(see	 ﾠbelow).	 ﾠEach	 ﾠof	 ﾠthese	 ﾠfactors	 ﾠor	 ﾠvariables	 ﾠcontains	 ﾠelements	 ﾠof	 ﾠ
the	 ﾠothers.	 ﾠWhen	 ﾠanalysed	 ﾠin	 ﾠterms	 ﾠof	 ﾠtheir	 ﾠrelationship	 ﾠwith	 ﾠthe	 ﾠeducative	 ﾠwhat	 ﾠ
emerges	 ﾠis	 ﾠmutual	 ﾠdependence.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠthis	 ﾠresearch	 ﾠeach	 ﾠof	 ﾠthese	 ﾠvariables	 ﾠ
is	 ﾠexplored	 ﾠthrough	 ﾠa	 ﾠvariety	 ﾠof	 ﾠevidence	 ﾠincluding	 ﾠtraditional	 ﾠliterature	 ﾠ(texts),	 ﾠ
the	 ﾠ epistolary	 ﾠ and	 ﾠ visual	 ﾠ (see	 ﾠ Chapter	 ﾠ two),	 ﾠ the	 ﾠ reasoning	 ﾠ underpinning	 ﾠ the	 ﾠ
choice	 ﾠfor	 ﾠwhich	 ﾠis	 ﾠdiscussed	 ﾠanon.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠfactors	 ﾠthat	 ﾠthis	 ﾠstudy	 ﾠaddresses	 ﾠin	 ﾠexploring	 ﾠthe	 ﾠstrategic-ﾭ‐self	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠ
are	 ﾠas	 ﾠfollows:	 ﾠ	 ﾠ
	 ﾠ
-ﾭ‐  Why	 ﾠdid	 ﾠOtto	 ﾠDix	 ﾠproduce	 ﾠsuch	 ﾠa	 ﾠpolarised	 ﾠspectrum	 ﾠof	 ﾠartwork?	 ﾠ
o  What	 ﾠis	 ﾠthe	 ﾠextent	 ﾠof	 ﾠthe	 ﾠpolarisation	 ﾠand	 ﾠhow	 ﾠcan	 ﾠit	 ﾠbe	 ﾠdefined?	 ﾠ
-ﾭ‐  What	 ﾠdoes	 ﾠthis	 ﾠspectrum	 ﾠreveal	 ﾠabout	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠGermany?	 ﾠ
o  What	 ﾠ factors	 ﾠ from	 ﾠ the	 ﾠ life	 ﾠ of	 ﾠ Otto	 ﾠ Dix	 ﾠ affected	 ﾠ his	 ﾠ educational	 ﾠ
trajectory,	 ﾠ reflexive-ﾭ‐self	 ﾠ and	 ﾠ the	 ﾠ strategies	 ﾠ he	 ﾠ used	 ﾠ to	 ﾠ educate	 ﾠ
others?	 ﾠ	 ﾠ
ﾧ  What	 ﾠdid	 ﾠhe	 ﾠlearn?	 ﾠ	 ﾠ
ﾧ  What	 ﾠimpact	 ﾠdid	 ﾠhis	 ﾠexperiences	 ﾠ(factors	 ﾠinside	 ﾠand	 ﾠoutside	 ﾠ
of	 ﾠ his	 ﾠ control	 ﾠ including	 ﾠ the	 ﾠ first	 ﾠ world	 ﾠ war),	 ﾠ cultural,	 ﾠ
educational,	 ﾠ familial,	 ﾠ political,	 ﾠ relational	 ﾠ and	 ﾠ racial	 ﾠ
backgrounds	 ﾠhave	 ﾠon	 ﾠhis	 ﾠstrategic-ﾭ‐self?	 ﾠ
•  Was	 ﾠthis	 ﾠhierarchically	 ﾠordered?	 ﾠ
•  What	 ﾠfactors	 ﾠhad	 ﾠgreater	 ﾠor	 ﾠlesser	 ﾠimpact?	 ﾠ	 ﾠ
•  How	 ﾠwas	 ﾠthis	 ﾠreflected	 ﾠby	 ﾠthe	 ﾠchoices	 ﾠhe	 ﾠmade?	 ﾠ
•  How	 ﾠdid	 ﾠthis	 ﾠaffect	 ﾠhis	 ﾠart?	 ﾠ
•  How	 ﾠrevelatory	 ﾠis	 ﾠthe	 ﾠevidence	 ﾠin	 ﾠterms	 ﾠof	 ﾠrevealing	 ﾠ
the	 ﾠlimits	 ﾠin	 ﾠwhich	 ﾠhe	 ﾠwas	 ﾠoperating?	 ﾠ	 ﾠ
ﾧ  What	 ﾠdid	 ﾠothers	 ﾠlearn	 ﾠfrom	 ﾠhim?	 ﾠ
ﾧ  What	 ﾠhave	 ﾠI	 ﾠlearned	 ﾠfrom	 ﾠhis	 ﾠlife?	 ﾠ	 ﾠ	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o  What	 ﾠdoes	 ﾠthe	 ﾠknowledge	 ﾠthat	 ﾠcurrently	 ﾠevidences	 ﾠhis	 ﾠlife	 ﾠtell	 ﾠme	 ﾠ
about	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠGermany?	 ﾠ	 ﾠ
-ﾭ‐  What	 ﾠdoes	 ﾠthe	 ﾠexploration	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠusing	 ﾠa	 ﾠbiographical	 ﾠapproach	 ﾠ
teach	 ﾠus	 ﾠin	 ﾠterms	 ﾠof	 ﾠour	 ﾠconventional	 ﾠdefinitions	 ﾠof	 ﾠit?	 ﾠ
	 ﾠ
3.5	 ﾠLife-ﾭ‐Narratives,	 ﾠReliability	 ﾠand	 ﾠTruthfulness	 ﾠ
	 ﾠ
The	 ﾠfactors	 ﾠdiscussed	 ﾠso	 ﾠfar	 ﾠlead	 ﾠto	 ﾠquestions	 ﾠof	 ﾠjustification	 ﾠand	 ﾠare	 ﾠevidence	 ﾠof	 ﾠ
the	 ﾠ reason	 ﾠ why	 ﾠ scientific	 ﾠ rigour	 ﾠ achieved	 ﾠ through	 ﾠ objectivity	 ﾠ in	 ﾠ educational	 ﾠ
research	 ﾠhas	 ﾠbeen	 ﾠelevated	 ﾠto	 ﾠa	 ﾠlevel	 ﾠof	 ﾠimportance	 ﾠthat	 ﾠadds	 ﾠto	 ﾠfurther	 ﾠconfuse	 ﾠ
the	 ﾠdefinition	 ﾠof	 ﾠthe	 ﾠeducative.	 ﾠThis	 ﾠpart	 ﾠof	 ﾠthe	 ﾠchapter	 ﾠfocuses	 ﾠon	 ﾠhow	 ﾠscientific	 ﾠ
rigour	 ﾠ can	 ﾠ be	 ﾠ achieved	 ﾠ in	 ﾠ the	 ﾠ biographical	 ﾠ life-ﾭ‐narrative	 ﾠ when	 ﾠ exploring	 ﾠ the	 ﾠ
educative	 ﾠ(and	 ﾠits	 ﾠeffects)	 ﾠwithin	 ﾠa	 ﾠparticular	 ﾠepoch.	 ﾠThe	 ﾠconcepts	 ﾠof	 ﾠobjectivity	 ﾠ
and	 ﾠ validity,	 ﾠ although	 ﾠ different	 ﾠ (Denzin	 ﾠ and	 ﾠ Lincoln,	 ﾠ 2005,	 ﾠ p.205),	 ﾠ have	 ﾠ a	 ﾠ
considerable	 ﾠ overlap	 ﾠ by	 ﾠ reason	 ﾠ of	 ﾠ a	 ﾠ similar	 ﾠ purpose	 ﾠ in	 ﾠ lending	 ﾠ greater	 ﾠ
confidence	 ﾠto	 ﾠresearch.	 ﾠ	 ﾠ
	 ﾠ
Kirk	 ﾠand	 ﾠMiller	 ﾠin	 ﾠtheir	 ﾠseminal	 ﾠwork	 ﾠidentify	 ﾠthree	 ﾠtypes	 ﾠof	 ﾠvalidity	 ﾠof	 ﾠrelevance	 ﾠ
to	 ﾠ this	 ﾠ discussion;	 ﾠ apparent,	 ﾠ instrumental	 ﾠ and	 ﾠ theoretical	 ﾠ validity.	 ﾠ Apparent	 ﾠ
validity	 ﾠconcerns	 ﾠthe	 ﾠcreation	 ﾠof	 ﾠ‘obviously’	 ﾠvalid	 ﾠdata	 ﾠfor	 ﾠexample	 ﾠthe	 ﾠuse	 ﾠof	 ﾠan	 ﾠ
instrument	 ﾠ closely	 ﾠ linked	 ﾠ to	 ﾠ a	 ﾠ phenomenon	 ﾠ –	 ﾠ such	 ﾠ validity	 ﾠ is	 ﾠ often	 ﾠ illusory	 ﾠ
(1986,	 ﾠp.22).	 ﾠIn	 ﾠcontrast,	 ﾠinstrumental	 ﾠvalidity	 ﾠoccurs	 ﾠwhere	 ﾠthe	 ﾠresults	 ﾠof	 ﾠone	 ﾠ
instrument	 ﾠ exactly	 ﾠ match	 ﾠ those	 ﾠ generated	 ﾠ by	 ﾠ another	 ﾠ already	 ﾠ accepted	 ﾠ valid	 ﾠ
instrument.	 ﾠFinally,	 ﾠtheoretical	 ﾠvalidity	 ﾠis	 ﾠgenerated	 ﾠwhere	 ﾠthe	 ﾠparadigmatic	 ﾠuse	 ﾠ
of	 ﾠtheory	 ﾠcorresponds	 ﾠto	 ﾠthemes	 ﾠobtained	 ﾠfrom	 ﾠdata.	 ﾠIt	 ﾠis	 ﾠthe	 ﾠlatter	 ﾠof	 ﾠthese	 ﾠthat	 ﾠ
would	 ﾠ seem	 ﾠ the	 ﾠ most	 ﾠ appropriate	 ﾠ method	 ﾠ of	 ﾠ attaining	 ﾠ reliability	 ﾠ and	 ﾠ
trustworthiness	 ﾠ in	 ﾠ narrative	 ﾠ research	 ﾠ –	 ﾠ mainly	 ﾠ because	 ﾠ it	 ﾠ is	 ﾠ unconstrained.	 ﾠ
However,	 ﾠ the	 ﾠ issue	 ﾠ lies	 ﾠ with	 ﾠ the	 ﾠ difficulty	 ﾠ in	 ﾠ testing	 ﾠ the	 ﾠ hypothesis	 ﾠ against	 ﾠ
alternatives	 ﾠ and	 ﾠ thus	 ﾠ guarding	 ﾠ against	 ﾠ unforeseeable	 ﾠ sources	 ﾠ of	 ﾠ invalidity.	 ﾠ
Further,	 ﾠsuch	 ﾠvalidity	 ﾠcannot	 ﾠprevent	 ﾠthe	 ﾠmaking	 ﾠof	 ﾠerrors	 ﾠfor	 ﾠexample	 ﾠbelief	 ﾠin	 ﾠ
the	 ﾠtruth	 ﾠof	 ﾠa	 ﾠfalse	 ﾠprinciple,	 ﾠrejection	 ﾠof	 ﾠsomething	 ﾠthat	 ﾠis	 ﾠtrue	 ﾠor	 ﾠposing	 ﾠan	 ﾠ
incorrect	 ﾠquestion.	 ﾠWebb	 ﾠet	 ﾠal	 ﾠ(1966,	 ﾠp.174)	 ﾠargue	 ﾠthat	 ﾠthe	 ﾠmost	 ﾠfertile	 ﾠvalidity	 ﾠ	 ﾠ 93	 ﾠ
comes	 ﾠfrom	 ﾠa	 ﾠcombined	 ﾠseries	 ﾠof	 ﾠdifferent	 ﾠmeasures	 ﾠ–	 ﾠit	 ﾠis	 ﾠthis	 ﾠmethod	 ﾠthat	 ﾠis	 ﾠ
accepted	 ﾠin	 ﾠthis	 ﾠstudy.	 ﾠ	 ﾠ
	 ﾠ
No	 ﾠdiscussion	 ﾠof	 ﾠvalidity	 ﾠis	 ﾠcomplete	 ﾠwithout	 ﾠreference	 ﾠto	 ﾠobjectivity	 ﾠwhich	 ﾠcan	 ﾠ
be	 ﾠtaken	 ﾠto	 ﾠbe	 ﾠa	 ﾠ	 ﾠ
	 ﾠ
heuristic	 ﾠassumption,	 ﾠcommon	 ﾠin	 ﾠthe	 ﾠnatural	 ﾠsciences,	 ﾠthat	 ﾠeverything	 ﾠ
in	 ﾠthe	 ﾠuniverse	 ﾠcan,	 ﾠin	 ﾠprinciple,	 ﾠbe	 ﾠexplained	 ﾠin	 ﾠterms	 ﾠof	 ﾠcausality	 ﾠ
(Kirk	 ﾠand	 ﾠMiller,	 ﾠ1986:	 ﾠ10).	 ﾠ	 ﾠ
	 ﾠ
Thus,	 ﾠif	 ﾠknowledge	 ﾠis	 ﾠbut	 ﾠa	 ﾠconsequence	 ﾠof	 ﾠ	 ﾠ
	 ﾠ
some	 ﾠ mechanistic	 ﾠ cause	 ﾠ and	 ﾠ effect,	 ﾠ [then]	 ﾠ its	 ﾠ logical	 ﾠ status	 ﾠ would	 ﾠ
seem	 ﾠto	 ﾠbe	 ﾠcompromised	 ﾠ(Kirk	 ﾠand	 ﾠMiller,	 ﾠ1986:	 ﾠ10).	 ﾠ	 ﾠ
	 ﾠ
On	 ﾠthat	 ﾠbasis	 ﾠobjectivity	 ﾠcan	 ﾠbe	 ﾠdivided	 ﾠinto	 ﾠvalidity	 ﾠand	 ﾠreliability	 ﾠ(Kirk	 ﾠand	 ﾠ
Miller,	 ﾠ 1986,	 ﾠ p.18),	 ﾠ the	 ﾠ former	 ﾠ concerns	 ﾠ independence	 ﾠ and	 ﾠ measurement	 ﾠ
procedures	 ﾠthat	 ﾠyield	 ﾠthe	 ﾠsame	 ﾠoutcomes	 ﾠand	 ﾠthe	 ﾠlatter	 ﾠthe	 ﾠextent	 ﾠto	 ﾠwhich	 ﾠthe	 ﾠ
outcome	 ﾠis	 ﾠcorrect	 ﾠor	 ﾠtrue,	 ﾠor	 ﾠhow	 ﾠit	 ﾠis	 ﾠinterpreted.	 ﾠHere	 ﾠthe	 ﾠargument	 ﾠis	 ﾠas	 ﾠ
follows;	 ﾠif	 ﾠobjectivity	 ﾠincludes	 ﾠreliability	 ﾠthat	 ﾠis	 ﾠachieved	 ﾠthrough	 ﾠthe	 ﾠevidence	 ﾠ
utilised	 ﾠfor	 ﾠinterpretation	 ﾠthen	 ﾠthat	 ﾠis	 ﾠachieved	 ﾠthrough	 ﾠthe	 ﾠextent	 ﾠto	 ﾠwhich	 ﾠthe	 ﾠ
evidence	 ﾠ is	 ﾠ individually	 ﾠ explored.	 ﾠ Salient	 ﾠ to	 ﾠ state	 ﾠ that	 ﾠ objectification	 ﾠ where	 ﾠ
considered	 ﾠas	 ﾠa	 ﾠform	 ﾠof	 ﾠreliability	 ﾠand	 ﾠtrustworthiness	 ﾠis	 ﾠmuch	 ﾠpreferred	 ﾠto	 ﾠthe	 ﾠ
traditional	 ﾠscientific	 ﾠdefinition	 ﾠof	 ﾠthe	 ﾠterm	 ﾠbecause	 ﾠexperiences	 ﾠare	 ﾠnot	 ﾠatomistic	 ﾠ
(see	 ﾠalso	 ﾠDenzin	 ﾠ1970;	 ﾠLincoln	 ﾠand	 ﾠGuba	 ﾠ1989,	 ﾠp240	 ﾠon	 ﾠtriangulation,	 ﾠand	 ﾠLaurel	 ﾠ
Richardson	 ﾠ1994/1997	 ﾠon	 ﾠcrystallization).	 ﾠ	 ﾠ
	 ﾠ
Scientific	 ﾠrigour	 ﾠas	 ﾠobjectivity	 ﾠin	 ﾠnarrative	 ﾠresearch	 ﾠand	 ﾠin	 ﾠgeneral	 ﾠin	 ﾠthe	 ﾠpast-ﾭ‐
life-ﾭ‐trajectory	 ﾠ refers	 ﾠ to	 ﾠ the	 ﾠ valid	 ﾠ (truthful),	 ﾠ unbiased	 ﾠ (reliable)	 ﾠ and	 ﾠ therefore	 ﾠ
accurate	 ﾠ descriptions	 ﾠ of	 ﾠ world	 ﾠ or	 ﾠ synonyms	 ﾠ for	 ﾠ reality.	 ﾠ If	 ﾠ the	 ﾠ purpose	 ﾠ of	 ﾠ
objectivity	 ﾠis	 ﾠto	 ﾠlend	 ﾠconfidence	 ﾠto	 ﾠthe	 ﾠresearch	 ﾠthen	 ﾠwithout	 ﾠthat	 ﾠreaders	 ﾠhave	 ﾠ
no	 ﾠ reason	 ﾠ to	 ﾠ accept,	 ﾠ that	 ﾠ which	 ﾠ is	 ﾠ researched	 ﾠ because	 ﾠ to	 ﾠ them	 ﾠ it	 ﾠ will	 ﾠ lack	 ﾠ
authoritarian	 ﾠbelief.	 ﾠOften	 ﾠscience	 ﾠachieves	 ﾠthis	 ﾠthrough	 ﾠthe	 ﾠprocess	 ﾠof	 ﾠcollective-ﾭ‐	 ﾠ 94	 ﾠ
subjugation	 ﾠ (human	 ﾠ sciences	 ﾠ versus	 ﾠ natural	 ﾠ sciences)	 ﾠ that	 ﾠ promotes	 ﾠ the	 ﾠ
acceptance	 ﾠof	 ﾠa	 ﾠproblem-ﾭ‐solution	 ﾠwithout	 ﾠquestioning	 ﾠits	 ﾠratio.	 ﾠThe	 ﾠeffect	 ﾠof	 ﾠthis	 ﾠ
is	 ﾠto	 ﾠmake	 ﾠinsignificant	 ﾠthe	 ﾠinsecurities	 ﾠthat	 ﾠlie	 ﾠwithin	 ﾠit.	 ﾠHence,	 ﾠegos,	 ﾠrules	 ﾠor	 ﾠ
universals	 ﾠbecome	 ﾠfar	 ﾠmore	 ﾠimportant	 ﾠand	 ﾠoften	 ﾠthose	 ﾠ‘discoveries’,	 ﾠregardless	 ﾠ
of	 ﾠtheir	 ﾠveracity	 ﾠend	 ﾠup	 ﾠdirecting	 ﾠfuture	 ﾠresearch	 ﾠ(see	 ﾠalso	 ﾠKuhn	 ﾠ1996,	 ﾠp.48).	 ﾠ	 ﾠ
	 ﾠ
Reliability	 ﾠ and	 ﾠ trustworthiness	 ﾠ (objectivity)	 ﾠ can	 ﾠ exist	 ﾠ independently	 ﾠ of	 ﾠ one	 ﾠ
another	 ﾠbut	 ﾠtheir	 ﾠexistence	 ﾠis	 ﾠco-ﾭ‐dependent.	 ﾠAchieving	 ﾠthis	 ﾠform	 ﾠof	 ﾠobjectivity	 ﾠ
(reliability)	 ﾠ in	 ﾠ narrative	 ﾠ research	 ﾠ should	 ﾠ not	 ﾠ lead	 ﾠ to	 ﾠ the	 ﾠ subject	 ﾠ matter	 ﾠ itself	 ﾠ
being	 ﾠ objectified	 ﾠ for	 ﾠ purposes	 ﾠ of	 ﾠ measurement,	 ﾠ which	 ﾠ often	 ﾠ results	 ﾠ in	 ﾠ over-ﾭ‐
measurement,	 ﾠthis	 ﾠonly	 ﾠstifles	 ﾠthe	 ﾠrichness	 ﾠof	 ﾠthe	 ﾠdata	 ﾠitself.	 ﾠ	 ﾠ
	 ﾠ
Academic	 ﾠdebate	 ﾠrarely	 ﾠfocuses	 ﾠsolely	 ﾠon	 ﾠrestrictive	 ﾠword	 ﾠor	 ﾠtime	 ﾠlimits,	 ﾠpolitics,	 ﾠ
security,	 ﾠethics	 ﾠand	 ﾠeven	 ﾠless	 ﾠon	 ﾠsensationalism	 ﾠas	 ﾠa	 ﾠtool	 ﾠpromoting	 ﾠcommercial	 ﾠ
viability.	 ﾠ These	 ﾠ are	 ﾠ all	 ﾠ factors	 ﾠ that	 ﾠ affect	 ﾠ the	 ﾠ creation	 ﾠ or	 ﾠ recreation	 ﾠ of	 ﾠ a	 ﾠ
biographical	 ﾠlife-ﾭ‐narrative.	 ﾠWhat	 ﾠis	 ﾠpresented	 ﾠare	 ﾠsome	 ﾠof	 ﾠthe	 ﾠcurrent	 ﾠdebates	 ﾠ
that	 ﾠ provide	 ﾠ impetus	 ﾠ for	 ﾠ the	 ﾠ creation	 ﾠ of	 ﾠ life-ﾭ‐narratives	 ﾠ that	 ﾠ are	 ﾠ reliable	 ﾠ and	 ﾠ
trustworthy	 ﾠrepresentations	 ﾠof	 ﾠindividual	 ﾠreality.	 ﾠIn	 ﾠexploring	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠ
Dix’s	 ﾠlife	 ﾠand	 ﾠartwork	 ﾠthe	 ﾠeducational	 ﾠevents	 ﾠthat	 ﾠinfluenced	 ﾠhis	 ﾠeducative-ﾭ‐self	 ﾠ
are	 ﾠinvestigated	 ﾠfrom	 ﾠa	 ﾠrange	 ﾠof	 ﾠperspectives.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠthis	 ﾠstudy	 ﾠbiography	 ﾠis	 ﾠutilised	 ﾠas	 ﾠa	 ﾠstoried	 ﾠtruth	 ﾠabout	 ﾠthe	 ﾠelements	 ﾠof	 ﾠa	 ﾠlife	 ﾠ
and	 ﾠits	 ﾠeducational	 ﾠinfluences.	 ﾠThus,	 ﾠthe	 ﾠeducative	 ﾠis	 ﾠexplored	 ﾠthrough	 ﾠbiography	 ﾠ
as	 ﾠ a	 ﾠ storied	 ﾠ truth	 ﾠ about	 ﾠ the	 ﾠ elements	 ﾠ of	 ﾠ a	 ﾠ life	 ﾠ to	 ﾠ produce	 ﾠ a	 ﾠ plausible	 ﾠ meta-ﾭ‐
biographical	 ﾠ(see	 ﾠsupra	 ﾠp.58)	 ﾠaccount.	 ﾠThus,	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠin	 ﾠ
this	 ﾠstudy	 ﾠis	 ﾠa	 ﾠreliable	 ﾠand	 ﾠtruthful	 ﾠrepresentation	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠby	 ﾠreason	 ﾠof	 ﾠ
the	 ﾠ depth	 ﾠ and	 ﾠ breadth	 ﾠ of	 ﾠ the	 ﾠ evidence	 ﾠ combined	 ﾠ to	 ﾠ reveal	 ﾠ the	 ﾠ structural	 ﾠ
interrelationship	 ﾠbetween	 ﾠthe	 ﾠformal	 ﾠand	 ﾠinformal	 ﾠeducation	 ﾠin	 ﾠDix’s	 ﾠlife.	 ﾠThe	 ﾠ
methodology	 ﾠ in	 ﾠ this	 ﾠ study	 ﾠ acts	 ﾠ to	 ﾠ investigate	 ﾠ and	 ﾠ reframe	 ﾠ the	 ﾠ notion	 ﾠ of	 ﾠ the	 ﾠ
educative	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠand	 ﾠwork	 ﾠthrough	 ﾠhis	 ﾠbiographical	 ﾠlife-ﾭ‐narrative.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
What	 ﾠfollows	 ﾠis	 ﾠan	 ﾠexample	 ﾠof	 ﾠhow	 ﾠsome	 ﾠof	 ﾠthe	 ﾠinherent	 ﾠflaws	 ﾠin	 ﾠthe	 ﾠbiographical	 ﾠ
life-ﾭ‐narrative	 ﾠcan	 ﾠbe	 ﾠmitigated	 ﾠand	 ﾠwhat	 ﾠthis	 ﾠstrategy	 ﾠlends	 ﾠto	 ﾠan	 ﾠinvestigation	 ﾠof	 ﾠ	 ﾠ 95	 ﾠ
the	 ﾠ educative.	 ﾠ The	 ﾠ most	 ﾠ prevalent	 ﾠ argument	 ﾠ centres	 ﾠ on	 ﾠ the	 ﾠ inadequacy	 ﾠ of	 ﾠ
biographical	 ﾠ life-ﾭ‐narratives	 ﾠ to	 ﾠ account	 ﾠ for	 ﾠ those	 ﾠ factors	 ﾠ that	 ﾠ impact	 ﾠ on	 ﾠ the	 ﾠ
formation	 ﾠof	 ﾠthe	 ﾠeducational	 ﾠtrajectory,	 ﾠthe	 ﾠreflexive-ﾭ‐self	 ﾠand	 ﾠthe	 ﾠstrategies	 ﾠused	 ﾠ
in	 ﾠpursuance	 ﾠof	 ﾠthe	 ﾠlife-ﾭ‐course.	 ﾠFor	 ﾠinstance	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠthe	 ﾠeducational	 ﾠ
trajectory	 ﾠare	 ﾠin	 ﾠcontinual	 ﾠevolution	 ﾠfrom	 ﾠthe	 ﾠoutset,	 ﾠwhich	 ﾠincludes	 ﾠa	 ﾠhistory	 ﾠ
prior	 ﾠto	 ﾠand	 ﾠat	 ﾠthe	 ﾠtime	 ﾠof	 ﾠthe	 ﾠbirth	 ﾠof	 ﾠa	 ﾠnation,	 ﾠsociety,	 ﾠreligion	 ﾠor	 ﾠindividual,	 ﾠ
right	 ﾠthrough,	 ﾠto	 ﾠtheir	 ﾠdemise	 ﾠand	 ﾠbeyond.	 ﾠIt	 ﾠis	 ﾠthe	 ﾠmeaningful	 ﾠinterrogation	 ﾠof	 ﾠ
the	 ﾠevents	 ﾠthat	 ﾠtake	 ﾠplace,	 ﾠthe	 ﾠfields	 ﾠof	 ﾠplay	 ﾠ(or	 ﾠparadigms)	 ﾠand	 ﾠthe	 ﾠactors	 ﾠand	 ﾠ
those	 ﾠ connected	 ﾠ to	 ﾠ them	 ﾠ within	 ﾠ that	 ﾠ field	 ﾠ etcetera	 ﾠ that	 ﾠ can	 ﾠ provide	 ﾠ greater	 ﾠ
insight	 ﾠinto	 ﾠthe	 ﾠeducative	 ﾠand	 ﾠDix’s	 ﾠstrategic-ﾭ‐self	 ﾠin	 ﾠthe	 ﾠperiod(s)	 ﾠunder	 ﾠscrutiny.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Tamboukou	 ﾠ(2010:	 ﾠp.172)	 ﾠprovides	 ﾠa	 ﾠgood	 ﾠexample	 ﾠof	 ﾠa	 ﾠlimited	 ﾠnarrative	 ﾠin	 ﾠher	 ﾠ
critique	 ﾠof	 ﾠthe	 ﾠauto/biography	 ﾠfrom	 ﾠa	 ﾠfeminist	 ﾠperspective	 ﾠof	 ﾠRosa	 ﾠBonheur:	 ﾠHer	 ﾠ
Life	 ﾠand	 ﾠWork.	 ﾠThe	 ﾠwork	 ﾠdocumented	 ﾠthe	 ﾠlife	 ﾠand	 ﾠwork	 ﾠof	 ﾠRosa	 ﾠBonheur	 ﾠ(1822	 ﾠ–	 ﾠ
1899)	 ﾠby	 ﾠa	 ﾠfellow	 ﾠartist	 ﾠand	 ﾠlover	 ﾠAnna	 ﾠKlumpke	 ﾠ(1856	 ﾠ–	 ﾠ1942).	 ﾠTamboukou	 ﾠ
states	 ﾠthat	 ﾠBonheur’s	 ﾠand	 ﾠKlumpke’s	 ﾠlives	 ﾠshould	 ﾠhave	 ﾠbeen	 ﾠconsidered	 ﾠwithin	 ﾠ
the	 ﾠcontext	 ﾠof	 ﾠthe	 ﾠEuropean	 ﾠand	 ﾠNorth	 ﾠAmerican	 ﾠhistorical,	 ﾠpersonal,	 ﾠpolitical,	 ﾠ
social	 ﾠand	 ﾠcultural	 ﾠmilieus.	 ﾠShe	 ﾠstates	 ﾠ	 ﾠ
	 ﾠ
Bonheur	 ﾠ [defied	 ﾠ and	 ﾠ ridiculed	 ﾠ social	 ﾠ conventions	 ﾠ and]	 ﾠ expectations	 ﾠ
about	 ﾠ how	 ﾠ women	 ﾠ should	 ﾠ behave	 ﾠ …	 ﾠ she	 ﾠ lived	 ﾠ with	 ﾠ a	 ﾠ woman;	 ﾠ she	 ﾠ
dressed	 ﾠin	 ﾠmen’s	 ﾠclothes	 ﾠand	 ﾠwould	 ﾠpublically	 ﾠsmoke	 ﾠcigars.	 ﾠ	 ﾠ
	 ﾠ
Within	 ﾠ the	 ﾠ auto/biography	 ﾠ the	 ﾠ insinuated	 ﾠ question	 ﾠ of	 ﾠ sexuality	 ﾠ is	 ﾠ again	 ﾠ
indirectly	 ﾠposed	 ﾠwith	 ﾠKlumpke	 ﾠ(2001:	 ﾠp.13)	 ﾠwriting	 ﾠ	 ﾠ
	 ﾠ
They’re	 ﾠwrong	 ﾠto	 ﾠthink	 ﾠI	 ﾠdespise	 ﾠwomen’s	 ﾠclothes	 ﾠ…	 ﾠfor	 ﾠwork	 ﾠI	 ﾠprefer	 ﾠ
men’s.	 ﾠ	 ﾠ
	 ﾠ
Tamboukou	 ﾠargues	 ﾠ	 ﾠ
	 ﾠ
[that	 ﾠthe	 ﾠmessage	 ﾠKlumpke	 ﾠseeks	 ﾠto	 ﾠsend	 ﾠher	 ﾠreaders	 ﾠis]	 ﾠthe	 ﾠauthor	 ﾠ
revisits	 ﾠBonheur’s	 ﾠunconventional	 ﾠgendered	 ﾠpractices	 ﾠby	 ﾠlooking	 ﾠat	 ﾠ
them	 ﾠ in	 ﾠ the	 ﾠ light	 ﾠ or	 ﾠ the	 ﾠ everyday	 ﾠ and	 ﾠ the	 ﾠ ordinary	 ﾠ …	 ﾠ women’s	 ﾠ	 ﾠ 96	 ﾠ
clothes	 ﾠmay	 ﾠbe	 ﾠthe	 ﾠmere	 ﾠeffect	 ﾠof	 ﾠpractical	 ﾠnecessities	 ﾠ…	 ﾠ[paying]	 ﾠ
attention	 ﾠto	 ﾠthe	 ﾠmicro-ﾭ‐practices	 ﾠof	 ﾠeveryday	 ﾠlife	 ﾠthe	 ﾠveil	 ﾠthat	 ﾠcovers	 ﾠ
people	 ﾠpractices	 ﾠand	 ﾠideas	 ﾠcan	 ﾠbe	 ﾠremoved	 ﾠand	 ﾠtruth	 ﾠcan	 ﾠemerge	 ﾠin	 ﾠ
its	 ﾠsplendour	 ﾠsimplicity	 ﾠ…	 ﾠlater	 ﾠon	 ﾠin	 ﾠthe	 ﾠdocument	 ﾠthe	 ﾠquestion	 ﾠof	 ﾠ
clothes	 ﾠbecomes	 ﾠmore	 ﾠcomplicated.	 ﾠ
	 ﾠ
Although	 ﾠ the	 ﾠ truth	 ﾠ of	 ﾠ the	 ﾠ life	 ﾠ document	 ﾠ is	 ﾠ interwoven	 ﾠ by	 ﾠ the	 ﾠ ‘minutiae	 ﾠ and	 ﾠ
mundane’	 ﾠ but	 ﾠ often,	 ﾠ like	 ﾠ the	 ﾠ complex,	 ﾠ the	 ﾠ simple	 ﾠ is	 ﾠ not	 ﾠ necessarily	 ﾠ reliable	 ﾠ
either	 ﾠ for	 ﾠ example	 ﾠ the	 ﾠ issue	 ﾠ of	 ﾠ sexuality	 ﾠ addressed	 ﾠ from	 ﾠ the	 ﾠ perspective	 ﾠ of	 ﾠ
sexual	 ﾠpsychology	 ﾠor	 ﾠart	 ﾠhistory	 ﾠraises	 ﾠa	 ﾠnumber	 ﾠof	 ﾠadditional	 ﾠconsiderations.	 ﾠ
Hence	 ﾠthat	 ﾠwhich	 ﾠis	 ﾠpresented,	 ﾠas	 ﾠsimple	 ﾠtruth,	 ﾠcan	 ﾠbe	 ﾠfurther	 ﾠexplored	 ﾠthrough	 ﾠ
the	 ﾠevidence	 ﾠof	 ﾠsimilar	 ﾠgendered	 ﾠpractice	 ﾠby	 ﾠother	 ﾠfemale	 ﾠartists	 ﾠfor	 ﾠinstance	 ﾠ
the	 ﾠ Parisian	 ﾠ artist	 ﾠ Tamara	 ﾠ de	 ﾠ Lempicka	 ﾠ (1898	 ﾠ –	 ﾠ 1980)	 ﾠ to	 ﾠ name	 ﾠ but	 ﾠ one.	 ﾠ
Although	 ﾠthese	 ﾠtwo	 ﾠartists	 ﾠlived	 ﾠalmost	 ﾠone	 ﾠhundred	 ﾠyears	 ﾠapart	 ﾠthe	 ﾠsimilarity	 ﾠ
in	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠboth	 ﾠare	 ﾠknown	 ﾠto	 ﾠhave	 ﾠhad	 ﾠhomosexual	 ﾠrelations	 ﾠ(see	 ﾠBritta	 ﾠet	 ﾠ
al	 ﾠ(2002);	 ﾠClaridge	 ﾠ2001;	 ﾠLampela	 ﾠ2001;	 ﾠVan	 ﾠSlyke	 ﾠ1998)	 ﾠmust	 ﾠbe	 ﾠaccounted	 ﾠfor	 ﾠ
(see	 ﾠalso	 ﾠErben	 ﾠ1998,	 ﾠp.13).	 ﾠ	 ﾠ
	 ﾠ
Without	 ﾠquestioning	 ﾠthe	 ﾠpotential	 ﾠlink	 ﾠbetween	 ﾠthe	 ﾠpatriarchal	 ﾠstructures	 ﾠof	 ﾠthe	 ﾠ
society	 ﾠin	 ﾠwhich	 ﾠthey	 ﾠexisted	 ﾠand	 ﾠtheir	 ﾠsexuality	 ﾠfor	 ﾠexample	 ﾠa	 ﾠredefinition	 ﾠof	 ﾠ
the	 ﾠfemale	 ﾠself	 ﾠthrough	 ﾠthe	 ﾠrhetoric	 ﾠof	 ﾠcostume	 ﾠ(see	 ﾠVan	 ﾠSlyke	 ﾠ1998),	 ﾠKlumpke’s	 ﾠ
account	 ﾠbecause	 ﾠit	 ﾠis	 ﾠnot	 ﾠbroader	 ﾠhas	 ﾠmissed	 ﾠthe	 ﾠopportunity	 ﾠto	 ﾠevidence	 ﾠan	 ﾠ
epochal	 ﾠattribute	 ﾠand	 ﾠits	 ﾠaffect	 ﾠof	 ﾠthe	 ﾠpolitics	 ﾠof	 ﾠsexuality.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠthis	 ﾠstudy	 ﾠ
an	 ﾠanalysis	 ﾠof	 ﾠthe	 ﾠfollowing	 ﾠfactors	 ﾠwould	 ﾠhave	 ﾠprovided	 ﾠfurther	 ﾠinsight	 ﾠinto	 ﾠthe	 ﾠ
educative	 ﾠthat	 ﾠexisted	 ﾠin	 ﾠthat	 ﾠepoch	 ﾠand	 ﾠBonheur	 ﾠand	 ﾠKlumke’s	 ﾠlife	 ﾠat	 ﾠthat	 ﾠtime;	 ﾠ
economics,	 ﾠpolitics	 ﾠand	 ﾠsexuality.	 ﾠThus,	 ﾠinherent	 ﾠflaws	 ﾠin	 ﾠrepresentations	 ﾠthat	 ﾠ
adhere	 ﾠ to	 ﾠ strict	 ﾠ forms	 ﾠ become	 ﾠ evident	 ﾠ when	 ﾠ tacit	 ﾠ (implied)	 ﾠ knowledge	 ﾠ (see	 ﾠ
Polyani	 ﾠ 1958)	 ﾠ is	 ﾠ juxtaposed	 ﾠ against	 ﾠ the	 ﾠ conclusions	 ﾠ drawn.	 ﾠ This	 ﾠ can	 ﾠ reveal	 ﾠ
methodological	 ﾠ deficiencies	 ﾠ in	 ﾠ accounting	 ﾠ for	 ﾠ the	 ﾠ dynamic	 ﾠ structures	 ﾠ that	 ﾠ
influence	 ﾠan	 ﾠeducational-ﾭ‐life,	 ﾠindividual	 ﾠrealities	 ﾠand	 ﾠworlds.	 ﾠIn	 ﾠthis	 ﾠstudy,	 ﾠit	 ﾠis	 ﾠ
postulated	 ﾠthat	 ﾠtacit	 ﾠknowledge	 ﾠdoes	 ﾠnot	 ﾠneed	 ﾠto	 ﾠbe	 ﾠextensive	 ﾠbecause	 ﾠeach	 ﾠpart	 ﾠ
(field	 ﾠor	 ﾠparadigm,	 ﾠhabitus,	 ﾠfactor	 ﾠor	 ﾠvariable)	 ﾠshould	 ﾠbe	 ﾠsubject	 ﾠto	 ﾠin-ﾭ‐depth	 ﾠ
exploration.	 ﾠThis	 ﾠwould	 ﾠbe	 ﾠan	 ﾠattempt	 ﾠto	 ﾠaccount	 ﾠfor	 ﾠalternative	 ﾠpossibilities	 ﾠ	 ﾠ 97	 ﾠ
including	 ﾠ the	 ﾠ hypothesis	 ﾠ of	 ﾠ others,	 ﾠ allowing	 ﾠ these	 ﾠ interrelationships	 ﾠ to	 ﾠ be	 ﾠ
extensively	 ﾠdocumented.	 ﾠ
	 ﾠ
Tamboukou	 ﾠposes	 ﾠanother	 ﾠinteresting	 ﾠquestion;	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
how	 ﾠis	 ﾠit	 ﾠpossible	 ﾠto	 ﾠgo	 ﾠon	 ﾠtelling	 ﾠand	 ﾠwriting	 ﾠthe	 ﾠstories	 ﾠwe	 ﾠwere	 ﾠ
entrusted	 ﾠwith,	 ﾠin	 ﾠways	 ﾠthat	 ﾠare	 ﾠboth	 ﾠtransparent	 ﾠand	 ﾠmeaningful,	 ﾠnot	 ﾠ
in	 ﾠterms	 ﾠof	 ﾠhow	 ﾠthey	 ﾠrepresent	 ﾠ‘reality’	 ﾠor	 ﾠreconstruct	 ﾠthe	 ﾠpast	 ﾠ–	 ﾠwhich	 ﾠ
they	 ﾠcan’t	 ﾠ–	 ﾠbut	 ﾠof	 ﾠhow	 ﾠthey	 ﾠallow	 ﾠlives	 ﾠ[to]	 ﾠ‘be	 ﾠlooked	 ﾠupon	 ﾠin	 ﾠthe	 ﾠend,	 ﾠ
like	 ﾠa	 ﾠdesign	 ﾠthat	 ﾠhas	 ﾠa	 ﾠmeaning’	 ﾠ(2010,	 ﾠp.179).	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠ question,	 ﾠ although	 ﾠ posed	 ﾠ in	 ﾠ connection	 ﾠ to	 ﾠ relational	 ﾠ narratives	 ﾠ from	 ﾠ a	 ﾠ
feminist	 ﾠ perspective,	 ﾠ has	 ﾠ much	 ﾠ broader	 ﾠ an	 ﾠ application	 ﾠ and	 ﾠ consequence.	 ﾠ The	 ﾠ
contention	 ﾠ here	 ﾠ lies	 ﾠ in	 ﾠ the	 ﾠ fact	 ﾠ that	 ﾠ the	 ﾠ implication	 ﾠ of	 ﾠ the	 ﾠ biographical	 ﾠ life-ﾭ‐
narrative	 ﾠis	 ﾠthat	 ﾠin	 ﾠeducation	 ﾠit	 ﾠdoes	 ﾠexactly	 ﾠthat	 ﾠwhich	 ﾠTamboukou	 ﾠstates	 ﾠit	 ﾠ
cannot;	 ﾠ narratives	 ﾠ as	 ﾠ educational	 ﾠ projects	 ﾠ seek	 ﾠ to	 ﾠ represent	 ﾠ reality	 ﾠ and	 ﾠ
reconstruct	 ﾠ the	 ﾠ past.	 ﾠ The	 ﾠ biographical	 ﾠ life-ﾭ‐narrative	 ﾠ can	 ﾠ inform	 ﾠ education	 ﾠ
research	 ﾠ because	 ﾠ lives	 ﾠ act	 ﾠ to	 ﾠ further	 ﾠ knowledge	 ﾠ and	 ﾠ understanding	 ﾠ of	 ﾠ the	 ﾠ
educative	 ﾠin	 ﾠrespect	 ﾠof	 ﾠlearning	 ﾠ(formal	 ﾠand	 ﾠinformal),	 ﾠreasoning	 ﾠand	 ﾠreflection,	 ﾠ
the	 ﾠ strategies	 ﾠ the	 ﾠ actors’	 ﾠ used	 ﾠ where	 ﾠ they	 ﾠ were	 ﾠ limited	 ﾠ by	 ﾠ economic,	 ﾠ legal,	 ﾠ
political	 ﾠor	 ﾠsocial	 ﾠcontrol.	 ﾠFor	 ﾠexample,	 ﾠDix	 ﾠwas	 ﾠmost	 ﾠexplicitly	 ﾠsocially	 ﾠcritical	 ﾠof	 ﾠ
the	 ﾠpolitical-ﾭ‐bourgeoisie	 ﾠand	 ﾠtheir	 ﾠfailings	 ﾠup-ﾭ‐to-ﾭ‐and-ﾭ‐until	 ﾠthe	 ﾠThird	 ﾠReich	 ﾠgained	 ﾠ
political	 ﾠcontrol	 ﾠof	 ﾠGermany	 ﾠafter	 ﾠwhich	 ﾠhe	 ﾠprogressed	 ﾠinto	 ﾠsilent	 ﾠprotest	 ﾠand	 ﾠ
inner-ﾭ‐migration.	 ﾠA	 ﾠpolitically	 ﾠinstituted	 ﾠideological	 ﾠchange	 ﾠin	 ﾠwhat	 ﾠthe	 ﾠeducative	 ﾠ
should	 ﾠ be	 ﾠ is	 ﾠ highlighted;	 ﾠ social	 ﾠ criticism	 ﾠ is	 ﾠ politically	 ﾠ gagged	 ﾠ as	 ﾠ being	 ﾠ anti-ﾭ‐
German	 ﾠwhether	 ﾠit	 ﾠis	 ﾠconstructive	 ﾠ(the	 ﾠoutlining	 ﾠof	 ﾠthe	 ﾠreality	 ﾠof	 ﾠwar	 ﾠby	 ﾠOtto	 ﾠDix	 ﾠ
himself	 ﾠa	 ﾠwar	 ﾠveteran	 ﾠwho	 ﾠhad	 ﾠsurvived	 ﾠto	 ﾠtell	 ﾠthe	 ﾠtale,	 ﾠsee	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ
46)	 ﾠ or	 ﾠ otherwise	 ﾠ (Dix’s	 ﾠ paintings	 ﾠ of	 ﾠ bourgeois	 ﾠ excess	 ﾠ and	 ﾠ proletarian	 ﾠ plight;	 ﾠ
opulence	 ﾠand	 ﾠstarvation,	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ44	 ﾠand	 ﾠ45).	 ﾠ
	 ﾠ
In	 ﾠthis	 ﾠstudy,	 ﾠit	 ﾠis	 ﾠpostulated	 ﾠthat	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠis	 ﾠreliable	 ﾠand	 ﾠ
trustworthy	 ﾠ where	 ﾠ it	 ﾠ is	 ﾠ extrapolated	 ﾠ with	 ﾠ other	 ﾠ theories	 ﾠ and	 ﾠ strategies	 ﾠ of	 ﾠ	 ﾠ 98	 ﾠ
research.	 ﾠ Cavarero	 ﾠ (2000,	 ﾠ p.13)	 ﾠ argues	 ﾠ that	 ﾠ narration	 ﾠ in	 ﾠ biographical	 ﾠ life-ﾭ‐
narratives	 ﾠ	 ﾠ
	 ﾠ
…	 ﾠ [can	 ﾠ be]	 ﾠ define[d]	 ﾠ as	 ﾠ the	 ﾠ confrontation	 ﾠ between	 ﾠ two	 ﾠ registers,	 ﾠ
which	 ﾠmanifest	 ﾠopposite	 ﾠcharacteristics.	 ﾠOne,	 ﾠthat	 ﾠof	 ﾠphilosophy,	 ﾠhas	 ﾠ
the	 ﾠform	 ﾠof	 ﾠa	 ﾠdefinite	 ﾠknowledge	 ﾠ[that]	 ﾠregards	 ﾠthe	 ﾠuniversality	 ﾠof	 ﾠ
Man.	 ﾠ The	 ﾠ other,	 ﾠ that	 ﾠ of	 ﾠ narration	 ﾠ [which]	 ﾠ has	 ﾠ the	 ﾠ form	 ﾠ of	 ﾠ a	 ﾠ
biographical	 ﾠknowledge	 ﾠ[that]	 ﾠregards	 ﾠthe	 ﾠunrepeatable	 ﾠidentity	 ﾠof	 ﾠ
someone.	 ﾠThe	 ﾠquestions	 ﾠ[that]	 ﾠsustain	 ﾠthe	 ﾠtwo	 ﾠdiscursive	 ﾠstyles	 ﾠare	 ﾠ
equally	 ﾠdiverse.	 ﾠThe	 ﾠfirst	 ﾠasks	 ﾠ‘what	 ﾠis	 ﾠMan?’	 ﾠThe	 ﾠsecond	 ﾠasks	 ﾠinstead	 ﾠ
of	 ﾠsomeone	 ﾠwho	 ﾠhe	 ﾠor	 ﾠshe	 ﾠis.	 ﾠ	 ﾠ
	 ﾠ
Therefore,	 ﾠit	 ﾠcan	 ﾠbe	 ﾠequally	 ﾠargued	 ﾠthat	 ﾠsuch	 ﾠstories,	 ﾠwhether	 ﾠor	 ﾠnot	 ﾠconsidered	 ﾠ
transparent	 ﾠand	 ﾠmeaningful,	 ﾠare	 ﾠby	 ﾠtheir	 ﾠvery	 ﾠnature	 ﾠphilosophical	 ﾠin	 ﾠat	 ﾠleast	 ﾠ
their	 ﾠrationality.	 ﾠKuhn	 ﾠargues	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
rationality	 ﾠ[is]	 ﾠmediated	 ﾠand	 ﾠshaped	 ﾠby	 ﾠfactors	 ﾠsuch	 ﾠas	 ﾠsocialisation,	 ﾠ
conformity,	 ﾠfaith	 ﾠand	 ﾠprocesses	 ﾠvery	 ﾠmuch	 ﾠakin	 ﾠto	 ﾠreligious	 ﾠconversion	 ﾠ
(Usher	 ﾠ1996,	 ﾠp.15).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ biographical	 ﾠ life-ﾭ‐narrative	 ﾠ can	 ﾠ act	 ﾠ as	 ﾠ a	 ﾠ historical	 ﾠ record	 ﾠ and	 ﾠ a	 ﾠ mirror	 ﾠ of	 ﾠ
reality	 ﾠin	 ﾠthe	 ﾠoutside	 ﾠworld	 ﾠbecause	 ﾠthe	 ﾠway	 ﾠ	 ﾠ
	 ﾠ
individual[s]	 ﾠ perceive	 ﾠ the	 ﾠ world	 ﾠ is	 ﾠ never	 ﾠ a	 ﾠ simple	 ﾠ matter	 ﾠ of	 ﾠ just	 ﾠ
opening	 ﾠthe	 ﾠeyes	 ﾠand	 ﾠlooking	 ﾠ–	 ﾠthe	 ﾠdata	 ﾠof	 ﾠthe	 ﾠsenses	 ﾠare	 ﾠalways	 ﾠpre-ﾭ‐
organised	 ﾠ [in	 ﾠ amongst	 ﾠ other	 ﾠ ways]	 ﾠ culturally	 ﾠ and	 ﾠ psychologically	 ﾠ
(Schostak	 ﾠ2002,	 ﾠp.	 ﾠ3).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ biographical	 ﾠ life-ﾭ‐narrative	 ﾠ in	 ﾠ this	 ﾠ study	 ﾠ covers	 ﾠ both	 ﾠ the	 ﾠ events	 ﾠ and	 ﾠ
omissions	 ﾠ in	 ﾠ the	 ﾠ life	 ﾠ of	 ﾠ Otto	 ﾠ Dix	 ﾠ (see	 ﾠ Bruner	 ﾠ 1987	 ﾠ on	 ﾠ omissions)	 ﾠ employing	 ﾠ
coherent	 ﾠand	 ﾠpersuasive	 ﾠarguments	 ﾠevidencing	 ﾠreliability	 ﾠand	 ﾠtrustworthiness	 ﾠ
(see	 ﾠalso:	 ﾠRiessman	 ﾠ1993,	 ﾠpp.64	 ﾠ–	 ﾠ68;	 ﾠRiessman	 ﾠ2002;	 ﾠLieblich	 ﾠet	 ﾠal	 ﾠ1998,	 ﾠp.173).	 ﾠ
Stories	 ﾠ or	 ﾠ biographical	 ﾠ life-ﾭ‐narratives	 ﾠ (here	 ﾠ the	 ﾠ term	 ﾠ is	 ﾠ being	 ﾠ used	 ﾠ	 ﾠ 99	 ﾠ
interchangeably)	 ﾠ represent	 ﾠ reality,	 ﾠ reconstruct	 ﾠ the	 ﾠ past	 ﾠ and	 ﾠ provide	 ﾠ rich	 ﾠ
material	 ﾠ for	 ﾠ analysis	 ﾠ and	 ﾠ study	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ and	 ﾠ what	 ﾠ it	 ﾠ means	 ﾠ to	 ﾠ be	 ﾠ
educated	 ﾠ in	 ﾠ the	 ﾠ world	 ﾠ at	 ﾠ large	 ﾠ because	 ﾠ they	 ﾠ reveal	 ﾠ the	 ﾠ complexity	 ﾠ in	 ﾠ many	 ﾠ
intricately	 ﾠhidden	 ﾠlayers	 ﾠof	 ﾠhuman	 ﾠpractice.	 ﾠ	 ﾠ
	 ﾠ
3.6	 ﾠThe	 ﾠPhilosophical	 ﾠand	 ﾠTheoretical	 ﾠPerspective	 ﾠ
	 ﾠ
The	 ﾠphilosophical	 ﾠand	 ﾠtheoretical	 ﾠperspective	 ﾠunderpinning	 ﾠthe	 ﾠanalysis	 ﾠin	 ﾠthis	 ﾠ
study	 ﾠ is	 ﾠ informed	 ﾠ by	 ﾠ elements	 ﾠ from	 ﾠ the	 ﾠ theories	 ﾠ of	 ﾠ Pierre	 ﾠ Bourdieu	 ﾠ (1930	 ﾠ –	 ﾠ
2002)	 ﾠa	 ﾠFrench	 ﾠphilosopher	 ﾠand	 ﾠsociologist	 ﾠ(habitus,	 ﾠcapital,	 ﾠconatus,	 ﾠdoxa	 ﾠand	 ﾠ
field)	 ﾠand	 ﾠsupported	 ﾠwhere	 ﾠappropriate	 ﾠwith	 ﾠother	 ﾠdata.	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠ part	 ﾠ of	 ﾠ the	 ﾠ chapter	 ﾠ explores	 ﾠ the	 ﾠ rationale	 ﾠ behind	 ﾠ this	 ﾠ selection	 ﾠ and	 ﾠ the	 ﾠ
respective	 ﾠphilosophies	 ﾠand	 ﾠtheories	 ﾠthat	 ﾠlocate	 ﾠthis	 ﾠstudy.	 ﾠThe	 ﾠtitle	 ﾠof	 ﾠthis	 ﾠpart	 ﾠ
of	 ﾠ the	 ﾠ chapter	 ﾠ begins	 ﾠ by	 ﾠ distinguishing	 ﾠ between	 ﾠ the	 ﾠ philosophical	 ﾠ and	 ﾠ
theoretical	 ﾠ perspective,	 ﾠ the	 ﾠ former	 ﾠ deals	 ﾠ with	 ﾠ the	 ﾠ investigation	 ﾠ of	 ﾠ aesthetics,	 ﾠ
causes,	 ﾠepistemology,	 ﾠethics,	 ﾠknowledge,	 ﾠmetaphysics,	 ﾠnature,	 ﾠreality	 ﾠand	 ﾠvalues	 ﾠ
based	 ﾠon	 ﾠlogical	 ﾠreasoning	 ﾠrather	 ﾠthan	 ﾠempirical	 ﾠmethods,	 ﾠand	 ﾠthe	 ﾠlatter	 ﾠwith	 ﾠ
abstract,	 ﾠ explanatory	 ﾠ and	 ﾠ systematic	 ﾠ judgments,	 ﾠ reasoning	 ﾠ or	 ﾠ statements	 ﾠ
relating	 ﾠto	 ﾠphenomena,	 ﾠprinciples	 ﾠand	 ﾠmethods	 ﾠrather	 ﾠthan	 ﾠpractice.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠthis	 ﾠstudy	 ﾠeducation	 ﾠis	 ﾠregarding	 ﾠas	 ﾠbeing	 ﾠa	 ﾠtrajectorial	 ﾠprocess.	 ﾠThe	 ﾠterm	 ﾠ
educative	 ﾠis	 ﾠtaken	 ﾠby	 ﾠassociation	 ﾠto	 ﾠrelate	 ﾠto	 ﾠeducation	 ﾠbecause	 ﾠit	 ﾠsubsumes	 ﾠthe	 ﾠ
facets	 ﾠof	 ﾠeducation	 ﾠthat	 ﾠcontemporaneously	 ﾠdefine	 ﾠit.	 ﾠLiterature	 ﾠrelating	 ﾠto	 ﾠthe	 ﾠ
educative	 ﾠcentres	 ﾠon	 ﾠthe	 ﾠpurpose,	 ﾠprocess	 ﾠand	 ﾠeducative	 ﾠbenefit	 ﾠof	 ﾠknowledge;	 ﾠ
this	 ﾠwhen	 ﾠapplied	 ﾠto	 ﾠan	 ﾠepoch	 ﾠ(Germany)	 ﾠcan	 ﾠprovide	 ﾠfurther	 ﾠinsight	 ﾠon	 ﾠthe	 ﾠ
strategies	 ﾠused	 ﾠby	 ﾠthe	 ﾠactors	 ﾠwithin	 ﾠit	 ﾠto	 ﾠmanage	 ﾠchange	 ﾠas	 ﾠlearners	 ﾠand	 ﾠshare	 ﾠ
knowledge	 ﾠ(or	 ﾠteach)	 ﾠin	 ﾠan	 ﾠattempt	 ﾠto	 ﾠdemocratise	 ﾠand	 ﾠinstigate	 ﾠcultural	 ﾠchange	 ﾠ
in	 ﾠthose	 ﾠaround	 ﾠthem	 ﾠas	 ﾠeducators.	 ﾠ
	 ﾠ
Biography	 ﾠis	 ﾠused	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠto	 ﾠinvestigate	 ﾠa	 ﾠwider	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠ
exploring	 ﾠwhat	 ﾠit	 ﾠmeans	 ﾠto	 ﾠbe	 ﾠeducated	 ﾠoutside	 ﾠof	 ﾠthe	 ﾠtraditional	 ﾠor	 ﾠorthodox	 ﾠ
modes	 ﾠ of	 ﾠ teaching	 ﾠ and	 ﾠ learning.	 ﾠ 	 ﾠ Thus,	 ﾠ the	 ﾠ educative	 ﾠ process	 ﾠ is	 ﾠ method	 ﾠ	 ﾠ 100	 ﾠ
(procedure	 ﾠor	 ﾠaction)	 ﾠwhether	 ﾠformal	 ﾠor	 ﾠinformal	 ﾠthrough	 ﾠwhich	 ﾠindividuals	 ﾠare	 ﾠ
educated.	 ﾠ Within	 ﾠ this	 ﾠ research,	 ﾠ like	 ﾠ the	 ﾠ educative,	 ﾠ education	 ﾠ is	 ﾠ also	 ﾠ widely	 ﾠ
defined	 ﾠ so	 ﾠ that	 ﾠ it	 ﾠ includes,	 ﾠ amongst	 ﾠ other	 ﾠ things,	 ﾠ the	 ﾠ absorption	 ﾠ of	 ﾠ culture,	 ﾠ
ethics,	 ﾠ experience,	 ﾠ morality,	 ﾠ politics,	 ﾠ techniques	 ﾠ and	 ﾠ values.	 ﾠ Perhaps	 ﾠ actions	 ﾠ
(practices)	 ﾠare	 ﾠbest	 ﾠunderstood	 ﾠas	 ﾠbeing	 ﾠformulated	 ﾠby	 ﾠself-ﾭ‐reflection	 ﾠthrough	 ﾠ
which	 ﾠunderstanding	 ﾠand	 ﾠthus	 ﾠcritical	 ﾠinquiry	 ﾠis	 ﾠdeveloped	 ﾠ(Dewey	 ﾠ1933,	 ﾠpp.3	 ﾠ–	 ﾠ
34;	 ﾠBrunner	 ﾠ1994,	 ﾠp.16)	 ﾠand	 ﾠthat	 ﾠthe	 ﾠstrategic-ﾭ‐self	 ﾠ(see	 ﾠsupra	 ﾠp.23)	 ﾠis	 ﾠin	 ﾠfact	 ﾠa	 ﾠ
product	 ﾠof	 ﾠit.	 ﾠThe	 ﾠeducative	 ﾠin	 ﾠGermany,	 ﾠmore	 ﾠspecifically	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠduring	 ﾠ
the	 ﾠperiod	 ﾠ1890	 ﾠ–	 ﾠ1969	 ﾠcan	 ﾠbe	 ﾠdiscerned	 ﾠthrough	 ﾠan	 ﾠexploration	 ﾠof	 ﾠthe	 ﾠlives	 ﾠof	 ﾠ
the	 ﾠactors	 ﾠthat	 ﾠexisted	 ﾠwithin	 ﾠit.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠeducated	 ﾠreflexive-ﾭ‐self	 ﾠdevelops	 ﾠthrough	 ﾠtrajectorial	 ﾠexperiences	 ﾠincluding	 ﾠ
the	 ﾠformal	 ﾠfor	 ﾠexample	 ﾠeducational,	 ﾠcultural,	 ﾠeconomic,	 ﾠsocial	 ﾠand	 ﾠpolitical,	 ﾠand	 ﾠ
informal	 ﾠ that	 ﾠ includes	 ﾠ cultural,	 ﾠ personal,	 ﾠ political	 ﾠ and	 ﾠ social.	 ﾠ Both	 ﾠ these	 ﾠ
categories	 ﾠinclude	 ﾠa	 ﾠnumber	 ﾠof	 ﾠvariables	 ﾠwhich	 ﾠfor	 ﾠnarrative	 ﾠflow	 ﾠare	 ﾠnot	 ﾠlisted	 ﾠ
in	 ﾠ their	 ﾠ entirety	 ﾠ for	 ﾠ example	 ﾠ the	 ﾠ informal	 ﾠ also	 ﾠ includes	 ﾠ economic	 ﾠ hierarchy.	 ﾠ	 ﾠ
Thus,	 ﾠ in	 ﾠ order	 ﾠ to	 ﾠ understand	 ﾠ the	 ﾠ educative	 ﾠ in	 ﾠ Germany	 ﾠ it	 ﾠ is	 ﾠ important	 ﾠ to	 ﾠ
comprehend	 ﾠthe	 ﾠfunctioning	 ﾠof	 ﾠthe	 ﾠactors’	 ﾠthat	 ﾠexisted	 ﾠwithin	 ﾠit	 ﾠfrom	 ﾠtheir	 ﾠearly	 ﾠ
years	 ﾠ so	 ﾠ that	 ﾠ the	 ﾠ significant	 ﾠ experiences	 ﾠ (epiphanies)	 ﾠ that	 ﾠ structured	 ﾠ their	 ﾠ
intuitive	 ﾠperceptions	 ﾠcan	 ﾠbe	 ﾠidentified.	 ﾠThis	 ﾠstudy	 ﾠutilises	 ﾠthe	 ﾠtheories	 ﾠof	 ﾠPierre	 ﾠ
Bourdieu	 ﾠbecause	 ﾠof	 ﾠtheir	 ﾠperspectives	 ﾠon	 ﾠhuman	 ﾠexistence	 ﾠand	 ﾠpractice	 ﾠ–	 ﾠthe	 ﾠ
discussion	 ﾠthat	 ﾠfollows	 ﾠseeks	 ﾠto	 ﾠhighlight	 ﾠthis.	 ﾠ	 ﾠ
	 ﾠ
3.6.1	 ﾠPierre	 ﾠBourdieu	 ﾠ	 ﾠ
	 ﾠ
Pierre	 ﾠBourdieu	 ﾠ(1930	 ﾠ–	 ﾠ2002)	 ﾠwas	 ﾠa	 ﾠFrench	 ﾠsociologist	 ﾠand	 ﾠphilosopher	 ﾠwho	 ﾠ
took	 ﾠ exception	 ﾠ to	 ﾠ conventional	 ﾠ biographies	 ﾠ and	 ﾠ their	 ﾠ language	 ﾠ in	 ﾠ Actes	 ﾠ de	 ﾠ la	 ﾠ
recherché	 ﾠen	 ﾠsciences	 ﾠsociales	 ﾠ(1986)	 ﾠ(The	 ﾠAct	 ﾠof	 ﾠSocial	 ﾠScience	 ﾠResearch)	 ﾠwrites	 ﾠ
of	 ﾠl’illusion	 ﾠbiographique	 ﾠ(The	 ﾠBiographical	 ﾠIllusion),	 ﾠalthough	 ﾠGrenfell	 ﾠpoints	 ﾠout	 ﾠ
that	 ﾠ	 ﾠ
	 ﾠ
Bourdieu	 ﾠ spent	 ﾠ most	 ﾠ of	 ﾠ his	 ﾠ [own]	 ﾠ life	 ﾠ avoiding	 ﾠ reference	 ﾠ to	 ﾠ his	 ﾠ
personal	 ﾠ life	 ﾠ and,	 ﾠ even	 ﾠ now,	 ﾠ we	 ﾠ only	 ﾠ have	 ﾠ the	 ﾠ most	 ﾠ basic	 ﾠ of	 ﾠ	 ﾠ 101	 ﾠ
information	 ﾠ…	 ﾠnevertheless,	 ﾠat	 ﾠthe	 ﾠvery	 ﾠend	 ﾠof	 ﾠhis	 ﾠcareer,	 ﾠBourdieu	 ﾠ
seemingly	 ﾠbecame	 ﾠmore	 ﾠopen	 ﾠto	 ﾠquestions	 ﾠabout	 ﾠthe	 ﾠway	 ﾠhis	 ﾠwork	 ﾠ
was	 ﾠshaped	 ﾠby	 ﾠhis	 ﾠown	 ﾠlife	 ﾠexperience	 ﾠ(2008,	 ﾠpp.11	 ﾠ–	 ﾠ12;	 ﾠsee	 ﾠgenerally	 ﾠ
Grenfell	 ﾠ2004).	 ﾠ	 ﾠ
	 ﾠ
Gadamer	 ﾠ (2004)	 ﾠ argued	 ﾠ that	 ﾠ language	 ﾠ and	 ﾠ not	 ﾠ time	 ﾠ or	 ﾠ culture	 ﾠ determines	 ﾠ
consciousness,	 ﾠsimilarly	 ﾠBourdieu	 ﾠaccepted	 ﾠthe	 ﾠconstraints	 ﾠimposed	 ﾠupon	 ﾠthe	 ﾠ
life	 ﾠby	 ﾠlanguage	 ﾠand	 ﾠits	 ﾠeffect	 ﾠin	 ﾠmarring	 ﾠthe	 ﾠreasons	 ﾠbehind	 ﾠsocial	 ﾠaction.	 ﾠWhat	 ﾠ
is	 ﾠ interesting	 ﾠ to	 ﾠ note	 ﾠ about	 ﾠ Bourdieu’s	 ﾠ biography	 ﾠ is	 ﾠ how	 ﾠ his	 ﾠ educational	 ﾠ
trajectory	 ﾠ was	 ﾠ ruptured	 ﾠ from	 ﾠ his	 ﾠ origins	 ﾠ a	 ﾠ small	 ﾠ village	 ﾠ (Denguin	 ﾠ in	 ﾠ Bearn,	 ﾠ
France)	 ﾠto	 ﾠhis	 ﾠaccession	 ﾠinto	 ﾠthe	 ﾠLycee	 ﾠLouis	 ﾠLe	 ﾠGrand	 ﾠin	 ﾠParis	 ﾠ(an	 ﾠelite	 ﾠParisian	 ﾠ
training	 ﾠschool).	 ﾠWhat	 ﾠfollows	 ﾠis	 ﾠa	 ﾠdiscussion	 ﾠof	 ﾠthose	 ﾠBourdieusian	 ﾠconcepts	 ﾠ
that	 ﾠare	 ﾠrelevant	 ﾠto	 ﾠthis	 ﾠstudy;	 ﾠbundles	 ﾠof	 ﾠrelations,	 ﾠcapital,	 ﾠconatus,	 ﾠdoxa,	 ﾠfield	 ﾠ
and	 ﾠhabitus.	 ﾠ	 ﾠ
	 ﾠ
3.6.1.1	 ﾠHabitus,	 ﾠField	 ﾠdesignate	 ﾠBundles	 ﾠof	 ﾠRelations	 ﾠand	 ﾠCapital	 ﾠ	 ﾠ
	 ﾠ
Bourdieu’s	 ﾠ notion	 ﾠ of	 ﾠ habitus	 ﾠ concerns	 ﾠ itself	 ﾠ with	 ﾠ the	 ﾠ regulation	 ﾠ of	 ﾠ behaviour	 ﾠ
where	 ﾠbehaviour	 ﾠis	 ﾠnot	 ﾠthe	 ﾠproduct	 ﾠof	 ﾠobedience	 ﾠto	 ﾠrules	 ﾠ(1994,	 ﾠp.65)	 ﾠin	 ﾠan	 ﾠact	 ﾠof	 ﾠ
reconciliation	 ﾠbetween	 ﾠsocial	 ﾠstructure	 ﾠand	 ﾠindividual	 ﾠagency.	 ﾠGrenfell	 ﾠ(2008,	 ﾠ
p.50)	 ﾠ argues	 ﾠ that	 ﾠ Bourdieu	 ﾠ seeks	 ﾠ to	 ﾠ discover	 ﾠ how	 ﾠ the	 ﾠ conscious,	 ﾠ social	 ﾠ and	 ﾠ
subconscious	 ﾠshape	 ﾠeach	 ﾠother.	 ﾠ	 ﾠ
	 ﾠ
Grenfell	 ﾠdescribes	 ﾠthe	 ﾠorigins	 ﾠof	 ﾠhabitus	 ﾠas	 ﾠ	 ﾠ
	 ﾠ
an	 ﾠexperiential	 ﾠand	 ﾠsociological	 ﾠconundrum	 ﾠ(2008,	 ﾠp.50).	 ﾠ	 ﾠ
	 ﾠ
Bourdieu	 ﾠdefines	 ﾠhabitus	 ﾠas	 ﾠa	 ﾠ	 ﾠ
	 ﾠ
structured	 ﾠand	 ﾠstructuring	 ﾠstructure	 ﾠ(1994,	 ﾠp.170).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠsummary	 ﾠthe	 ﾠhabitus	 ﾠis	 ﾠstructured	 ﾠby	 ﾠthe	 ﾠpast	 ﾠand	 ﾠpresent	 ﾠcircumstances	 ﾠ
(conditions	 ﾠ of	 ﾠ existence	 ﾠ including	 ﾠ education).	 ﾠ It	 ﾠ is	 ﾠ structuring	 ﾠ because	 ﾠ the	 ﾠ	 ﾠ 102	 ﾠ
habitus	 ﾠshapes	 ﾠthe	 ﾠpresent	 ﾠand	 ﾠfuture	 ﾠpractices.	 ﾠFinally,	 ﾠit	 ﾠis	 ﾠstructured	 ﾠbecause	 ﾠ
it	 ﾠ is	 ﾠ systematic	 ﾠ in	 ﾠ its	 ﾠ order	 ﾠ and	 ﾠ therefore	 ﾠ not	 ﾠ random	 ﾠ or	 ﾠ un-ﾭ‐patterned.	 ﾠ
Furthermore,	 ﾠ Bourdieu	 ﾠ argues	 ﾠ that	 ﾠ the	 ﾠ structure	 ﾠ is	 ﾠ made	 ﾠ up	 ﾠ of	 ﾠ a	 ﾠ system	 ﾠ of	 ﾠ
dispositions	 ﾠ that	 ﾠ generate	 ﾠ appreciations,	 ﾠ feelings,	 ﾠ perceptions	 ﾠ and	 ﾠ practices	 ﾠ
(1990,	 ﾠp.53),	 ﾠhe	 ﾠdefines	 ﾠdisposition	 ﾠas	 ﾠ	 ﾠ
	 ﾠ
[an]	 ﾠexpression	 ﾠof	 ﾠthe	 ﾠresult	 ﾠof	 ﾠan	 ﾠorganizing	 ﾠaction,	 ﾠwith	 ﾠa	 ﾠmeaning	 ﾠ
close	 ﾠto	 ﾠthat	 ﾠof	 ﾠwords	 ﾠsuch	 ﾠas	 ﾠstructure;	 ﾠ…	 ﾠit	 ﾠdesignates	 ﾠa	 ﾠway	 ﾠof	 ﾠbeing,	 ﾠ
a	 ﾠ habitual	 ﾠ state	 ﾠ (especially	 ﾠ of	 ﾠ the	 ﾠ body)	 ﾠ and,	 ﾠ in	 ﾠ particular,	 ﾠ a	 ﾠ
predisposition,	 ﾠtendency,	 ﾠpropensity	 ﾠor	 ﾠinclination	 ﾠ(1977,	 ﾠp.214)	 ﾠ…	 ﾠa	 ﾠ
socialised	 ﾠsubjectivity	 ﾠ(Bourdieu	 ﾠand	 ﾠWacquant	 ﾠ1992,	 ﾠp.127).	 ﾠ	 ﾠ
	 ﾠ
Grenfell	 ﾠprovides	 ﾠan	 ﾠinsightful	 ﾠsummary	 ﾠof	 ﾠthe	 ﾠhabitus	 ﾠwhen	 ﾠhe	 ﾠstates	 ﾠthat	 ﾠit	 ﾠ
conceptualises	 ﾠ the	 ﾠ relation	 ﾠ between	 ﾠ the	 ﾠ outer	 ﾠ and	 ﾠ the	 ﾠ inner	 ﾠ through	 ﾠ a	 ﾠ
description	 ﾠof	 ﾠhow	 ﾠsocial	 ﾠfacts	 ﾠsuch	 ﾠas	 ﾠthese	 ﾠbecome	 ﾠinternalised	 ﾠ(2008,	 ﾠp.53).	 ﾠ
Basically,	 ﾠthe	 ﾠcollective	 ﾠis	 ﾠindividuated	 ﾠ(given	 ﾠindividual	 ﾠform)	 ﾠeither	 ﾠthrough	 ﾠ
embodiment	 ﾠ (giving	 ﾠ the	 ﾠ abstract	 ﾠ form)	 ﾠ or	 ﾠ through	 ﾠ the	 ﾠ biological	 ﾠ individual	 ﾠ
becoming	 ﾠcollectivised	 ﾠthrough	 ﾠsocialisation.	 ﾠThus,	 ﾠhabitus	 ﾠbecomes	 ﾠintention	 ﾠin	 ﾠ
action	 ﾠ(Searle	 ﾠ1983)	 ﾠor	 ﾠdeep	 ﾠstructure	 ﾠ(Chomsky)	 ﾠ(see	 ﾠBourdieu	 ﾠand	 ﾠWacquant	 ﾠ
1992,	 ﾠ p.19	 ﾠ on	 ﾠ the	 ﾠ historical	 ﾠ constitution	 ﾠ and	 ﾠ institutional	 ﾠ grounding	 ﾠ of	 ﾠ
unvarying	 ﾠ social	 ﾠ relations).	 ﾠ Thus,	 ﾠ habitus	 ﾠ is	 ﾠ socially	 ﾠ variable	 ﾠ as	 ﾠ a	 ﾠ generative	 ﾠ
matrix	 ﾠ (Bourdieu	 ﾠ and	 ﾠ Wacquant	 ﾠ 1992,	 ﾠ p.19)	 ﾠ in	 ﾠ that	 ﾠ it	 ﾠ has	 ﾠ the	 ﾠ ability	 ﾠ to	 ﾠ
reproduce	 ﾠor	 ﾠoriginate.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Furthermore,	 ﾠBourdieu	 ﾠstates	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
these	 ﾠ dispositions	 ﾠ or	 ﾠ tendencies	 ﾠ are	 ﾠ durable	 ﾠ in	 ﾠ that	 ﾠ they	 ﾠ last	 ﾠ over	 ﾠ
time,	 ﾠand	 ﾠtransposable	 ﾠin	 ﾠbeing	 ﾠcapable	 ﾠof	 ﾠbecoming	 ﾠactive	 ﾠwithin	 ﾠa	 ﾠ
variety	 ﾠ of	 ﾠ theatres	 ﾠ of	 ﾠ social	 ﾠ action	 ﾠ [as	 ﾠ and	 ﾠ when	 ﾠ you	 ﾠ need	 ﾠ them]	 ﾠ
(1993,	 ﾠp.87).	 ﾠ	 ﾠ
	 ﾠ	 ﾠ 103	 ﾠ
The	 ﾠimplication	 ﾠhere	 ﾠis	 ﾠthat	 ﾠthe	 ﾠstructure(s)	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠhabitus	 ﾠoperates	 ﾠallows	 ﾠ
for	 ﾠa	 ﾠcontrolled	 ﾠimprovisation	 ﾠby	 ﾠsocial	 ﾠagents,	 ﾠmore	 ﾠbasically	 ﾠsocial	 ﾠagency	 ﾠis	 ﾠ
required	 ﾠ(see	 ﾠgenerally	 ﾠGiddens	 ﾠ1984;	 ﾠArcher	 ﾠ1990).	 ﾠBourdieu	 ﾠstates	 ﾠ
	 ﾠ
the	 ﾠ strategy	 ﾠ generating	 ﾠ principle	 ﾠ enabling	 ﾠ agents	 ﾠ to	 ﾠ cope	 ﾠ with	 ﾠ
unforeseen	 ﾠand	 ﾠever-ﾭ‐changing	 ﾠsituations	 ﾠ…	 ﾠa	 ﾠsystem	 ﾠof	 ﾠlasting	 ﾠand	 ﾠ
transposable	 ﾠ dispositions	 ﾠ which,	 ﾠ integrating	 ﾠ past	 ﾠ experiences,	 ﾠ
functions	 ﾠat	 ﾠevery	 ﾠmoment	 ﾠas	 ﾠa	 ﾠmatrix	 ﾠof	 ﾠperceptions,	 ﾠappreciations	 ﾠ
and	 ﾠ actions	 ﾠ and	 ﾠ makes	 ﾠ possible	 ﾠ the	 ﾠ achievement	 ﾠ of	 ﾠ infinitely	 ﾠ
diversified	 ﾠtasks	 ﾠ(Bourdieu	 ﾠ1977a,	 ﾠ2:	 ﾠpp72,	 ﾠ95).	 ﾠ	 ﾠ
	 ﾠ
Like	 ﾠ Bourdieu,	 ﾠ the	 ﾠ German	 ﾠ philosopher	 ﾠ and	 ﾠ psychologist	 ﾠ Wilhelm	 ﾠ Christian	 ﾠ
Ludwig	 ﾠDilthey	 ﾠ(1833	 ﾠ–	 ﾠ1911)	 ﾠstates	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
individuality	 ﾠ is	 ﾠ neither	 ﾠ ready	 ﾠ made	 ﾠ nor	 ﾠ merely	 ﾠ a	 ﾠ product	 ﾠ of	 ﾠ
conditioning	 ﾠby	 ﾠthe	 ﾠmilieu	 ﾠ…	 ﾠbiologically	 ﾠwe	 ﾠare	 ﾠendowed	 ﾠwith	 ﾠcertain	 ﾠ
impulses	 ﾠwith	 ﾠwhich	 ﾠto	 ﾠreact	 ﾠto	 ﾠstimuli	 ﾠso	 ﾠthat	 ﾠwe	 ﾠcan	 ﾠadapt	 ﾠto	 ﾠour	 ﾠ
milieu	 ﾠand	 ﾠsurvive	 ﾠin	 ﾠit	 ﾠ(Makreel	 ﾠ1939,	 ﾠp.217).	 ﾠ
	 ﾠ
Maton	 ﾠ argues	 ﾠ that	 ﾠ numerous	 ﾠ studies	 ﾠ in	 ﾠ educational	 ﾠ research	 ﾠ have	 ﾠ
misunderstood	 ﾠBourdieu’s	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠhabitus	 ﾠand	 ﾠsought	 ﾠto	 ﾠlink	 ﾠeducational	 ﾠ
trajectories	 ﾠby	 ﾠusing	 ﾠit	 ﾠas	 ﾠ	 ﾠ
	 ﾠ
a	 ﾠsynonym	 ﾠfor	 ﾠsocial	 ﾠbackground	 ﾠor	 ﾠsocialization	 ﾠ(Grenfell,	 ﾠ2008,	 ﾠp.63).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠother	 ﾠwords,	 ﾠthe	 ﾠprocess	 ﾠthrough	 ﾠwhich	 ﾠpersonal	 ﾠidentity	 ﾠis	 ﾠacquired	 ﾠwhich	 ﾠ
includes	 ﾠlearning	 ﾠthe	 ﾠrules	 ﾠthat	 ﾠaccord	 ﾠto	 ﾠa	 ﾠparticular	 ﾠsocial	 ﾠposition.	 ﾠThe	 ﾠresult	 ﾠ
of	 ﾠthis	 ﾠwould	 ﾠbe	 ﾠto	 ﾠeschew	 ﾠits	 ﾠ
	 ﾠ
relational	 ﾠ construction	 ﾠ of	 ﾠ the	 ﾠ object	 ﾠ of	 ﾠ study	 ﾠ that	 ﾠ Bourdieu	 ﾠ
emphasised	 ﾠas	 ﾠessential	 ﾠto	 ﾠhis	 ﾠapproach.	 ﾠ	 ﾠ
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This	 ﾠargument	 ﾠcentres	 ﾠon	 ﾠthe	 ﾠviolence	 ﾠdone	 ﾠto	 ﾠBourdieu’s	 ﾠtheory	 ﾠof	 ﾠpractice.	 ﾠ
Vast	 ﾠliterature	 ﾠsupports	 ﾠthe	 ﾠnotion	 ﾠthat	 ﾠsocialization	 ﾠ(as	 ﾠabove)	 ﾠdoes	 ﾠaffect	 ﾠthe	 ﾠ
educational	 ﾠ trajectory	 ﾠ however	 ﾠ this	 ﾠ issue	 ﾠ should	 ﾠ be	 ﾠ considered	 ﾠ within	 ﾠ an	 ﾠ
entirety	 ﾠof	 ﾠcircumstances;	 ﾠsomething	 ﾠeasily	 ﾠfacilitated	 ﾠby	 ﾠnarrative	 ﾠresearch.	 ﾠIn	 ﾠ
this	 ﾠ study	 ﾠ Bourdieu’s	 ﾠ notion	 ﾠ of	 ﾠ habitus	 ﾠ is	 ﾠ applied	 ﾠ as	 ﾠ follows;	 ﾠ the	 ﾠ habitus	 ﾠ is	 ﾠ
structured	 ﾠ by	 ﾠ dispositions	 ﾠ that	 ﾠ dictate	 ﾠ practice.	 ﾠ These	 ﾠ dispositions	 ﾠ are	 ﾠ
themselves	 ﾠsubject	 ﾠto	 ﾠthe	 ﾠcircumstances	 ﾠof	 ﾠexistence	 ﾠand	 ﾠnot	 ﾠrules.	 ﾠThus,	 ﾠthe	 ﾠ
individual	 ﾠhabitus	 ﾠexists	 ﾠas	 ﾠa	 ﾠresult	 ﾠof	 ﾠdispositions	 ﾠthat	 ﾠare	 ﾠbrought	 ﾠabout	 ﾠby	 ﾠ
circumstances.	 ﾠIn	 ﾠother	 ﾠwords	 ﾠDix	 ﾠresponded	 ﾠto	 ﾠthe	 ﾠmilieu	 ﾠin	 ﾠwhich	 ﾠhe	 ﾠexisted.	 ﾠ	 ﾠ
	 ﾠ
As	 ﾠMaton	 ﾠsuggests	 ﾠ(Grenfell,	 ﾠ2008,	 ﾠp.51)	 ﾠthe	 ﾠhabitus	 ﾠdoes	 ﾠnot	 ﾠsimply	 ﾠact	 ﾠalone,	 ﾠ
Bourdieu	 ﾠdoes	 ﾠnot	 ﾠpromulgate	 ﾠthat	 ﾠwe	 ﾠact	 ﾠas	 ﾠpre-ﾭ‐programmed	 ﾠautomatons	 ﾠthat	 ﾠ
simply	 ﾠact	 ﾠout	 ﾠeverything	 ﾠwe	 ﾠhave	 ﾠlearnt.	 ﾠInstead	 ﾠpractices	 ﾠ(the	 ﾠacting	 ﾠout)	 ﾠare	 ﾠ
the	 ﾠ result	 ﾠ of	 ﾠ an	 ﾠ obscure,	 ﾠ perhaps	 ﾠ unconscious,	 ﾠ and	 ﾠ double	 ﾠ relation[ship]	 ﾠ
between	 ﾠthe	 ﾠhabitus	 ﾠand	 ﾠfield.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠthe	 ﾠrelationship	 ﾠbetween	 ﾠhabitus	 ﾠand	 ﾠ
field	 ﾠBourdieu	 ﾠand	 ﾠWacquant	 ﾠargue	 ﾠthat	 ﾠit	 ﾠis	 ﾠtwo-ﾭ‐fold,	 ﾠone	 ﾠof	 ﾠconditioning	 ﾠso	 ﾠthat	 ﾠ
the	 ﾠ field	 ﾠ structures	 ﾠ the	 ﾠ habitus	 ﾠ and	 ﾠ the	 ﾠ other	 ﾠ of	 ﾠ knowledge	 ﾠ or	 ﾠ cognitive	 ﾠ
construction	 ﾠwhere	 ﾠthe	 ﾠhabitus	 ﾠcontributes	 ﾠto	 ﾠthe	 ﾠcreation	 ﾠof	 ﾠ(or	 ﾠconstitution)	 ﾠof	 ﾠ
the	 ﾠfield	 ﾠas	 ﾠa	 ﾠmeaningful	 ﾠworld	 ﾠ(see	 ﾠBourdieu	 ﾠand	 ﾠWacquant	 ﾠ1992,	 ﾠpp.126	 ﾠ-ﾭ‐	 ﾠ127;	 ﾠ
Bourdieu,	 ﾠ1993,	 ﾠp.76).	 ﾠBourdieu’s	 ﾠ(1986,	 ﾠp.101)	 ﾠoriginal	 ﾠformulation	 ﾠcentres	 ﾠon	 ﾠ
the	 ﾠ habitus	 ﾠ and	 ﾠ field,	 ﾠ in	 ﾠ the	 ﾠ style	 ﾠ of	 ﾠ the	 ﾠ theory	 ﾠ of	 ﾠ computation	 ﾠ (a	 ﾠ branch	 ﾠ of	 ﾠ
mathematics	 ﾠ and	 ﾠ computing	 ﾠ that	 ﾠ grapples	 ﾠ with	 ﾠ how	 ﾠ easily	 ﾠ an	 ﾠ issue	 ﾠ can	 ﾠ be	 ﾠ
resolved	 ﾠthrough	 ﾠa	 ﾠmodel	 ﾠof	 ﾠcomputation	 ﾠor	 ﾠalgorithm),	 ﾠhe	 ﾠsummarised	 ﾠthis	 ﾠin	 ﾠ
the	 ﾠform	 ﾠof	 ﾠthe	 ﾠfollowing	 ﾠformula:	 ﾠhabitus	 ﾠ+	 ﾠfield/paradigm	 ﾠ[(capital)]	 ﾠ=	 ﾠpractice.	 ﾠ	 ﾠ
	 ﾠ
For	 ﾠBourdieu	 ﾠthe	 ﾠfield	 ﾠgives	 ﾠhabitus	 ﾠits	 ﾠmeaning	 ﾠand	 ﾠlocation,	 ﾠit	 ﾠis	 ﾠthe	 ﾠsphere	 ﾠin	 ﾠ
which	 ﾠthe	 ﾠhabitus	 ﾠworks.	 ﾠThe	 ﾠnotion	 ﾠof	 ﾠfield	 ﾠwas	 ﾠfirst	 ﾠused	 ﾠby	 ﾠBourdieu	 ﾠin	 ﾠChamp	 ﾠ
intellectual	 ﾠ et	 ﾠ projet	 ﾠ créateur	 ﾠ (1966)	 ﾠ (translated:	 ﾠ Intellectual	 ﾠ field	 ﾠ and	 ﾠ the	 ﾠ
creative	 ﾠproject).	 ﾠFields	 ﾠare	 ﾠthose	 ﾠspaces	 ﾠof	 ﾠplay	 ﾠthat	 ﾠexist	 ﾠto	 ﾠthe	 ﾠextent	 ﾠto	 ﾠwhich	 ﾠ
players	 ﾠthat	 ﾠbelieve	 ﾠin	 ﾠand	 ﾠactively	 ﾠpursue	 ﾠthe	 ﾠprises	 ﾠit	 ﾠoffers	 ﾠenter	 ﾠthem,	 ﾠhence	 ﾠ
fields	 ﾠrequire	 ﾠsocial	 ﾠagents	 ﾠ(Bourdieu	 ﾠand	 ﾠWacquant	 ﾠ1992,	 ﾠp.19).	 ﾠThe	 ﾠfield	 ﾠand	 ﾠ
habitus	 ﾠcan	 ﾠbe	 ﾠconsidered	 ﾠindependently	 ﾠbut	 ﾠonly	 ﾠin	 ﾠthe	 ﾠabstract	 ﾠwhich	 ﾠmay	 ﾠ
result	 ﾠin	 ﾠobscuring	 ﾠthe	 ﾠvery	 ﾠessence	 ﾠof	 ﾠthe	 ﾠhabitus	 ﾠand	 ﾠa	 ﾠstaunch	 ﾠmove	 ﾠaway	 ﾠ	 ﾠ 105	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from	 ﾠ the	 ﾠ ideals	 ﾠ underpinning	 ﾠ Bourdieu’s	 ﾠ theories	 ﾠ and	 ﾠ their	 ﾠ outward	 ﾠ
denunciation	 ﾠ of	 ﾠ abstractification	 ﾠ –	 ﾠ a	 ﾠ further	 ﾠ injustice	 ﾠ to	 ﾠ his	 ﾠ work.	 ﾠ 	 ﾠ Thomson	 ﾠ
states	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
according	 ﾠto	 ﾠBourdieu	 ﾠ(1993;	 ﾠ1994;	 ﾠ2001),	 ﾠan	 ﾠanalysis	 ﾠof	 ﾠsocial	 ﾠspace	 ﾠ
meant	 ﾠ not	 ﾠ only	 ﾠ locating	 ﾠ the	 ﾠ object	 ﾠ of	 ﾠ investigation	 ﾠ in	 ﾠ its	 ﾠ specific	 ﾠ
historical	 ﾠand	 ﾠlocal/national/international	 ﾠand	 ﾠrelational	 ﾠcontext,	 ﾠbut	 ﾠ
also	 ﾠinterrogating	 ﾠthe	 ﾠways	 ﾠin	 ﾠwhich	 ﾠprevious	 ﾠknowledge	 ﾠabout	 ﾠthe	 ﾠ
object	 ﾠunder	 ﾠinvestigation	 ﾠhad	 ﾠbeen	 ﾠgenerated,	 ﾠby	 ﾠwhom,	 ﾠand	 ﾠwhose	 ﾠ
interests	 ﾠwere	 ﾠserved	 ﾠby	 ﾠthose	 ﾠknowledge-ﾭ‐generation	 ﾠpractices	 ﾠ(2008,	 ﾠ
p.67).	 ﾠ	 ﾠ
	 ﾠ
A	 ﾠnumber	 ﾠof	 ﾠpoints	 ﾠarise	 ﾠfrom	 ﾠthis	 ﾠand	 ﾠthat	 ﾠare	 ﾠtaken	 ﾠon	 ﾠboard	 ﾠin	 ﾠthis	 ﾠstudy,	 ﾠthe	 ﾠ
most	 ﾠprevalent	 ﾠrelates	 ﾠto	 ﾠthe	 ﾠexistence	 ﾠof	 ﾠthe	 ﾠfield.	 ﾠThe	 ﾠimplication	 ﾠfor	 ﾠthe	 ﾠfield	 ﾠ
here	 ﾠexists	 ﾠin	 ﾠterms	 ﾠof	 ﾠdimensionality	 ﾠand	 ﾠmodality,	 ﾠsuggesting	 ﾠinterplay	 ﾠwithin	 ﾠ
a	 ﾠ field	 ﾠ at	 ﾠ three	 ﾠ levels;	 ﾠ local,	 ﾠ national	 ﾠ and	 ﾠ international,	 ﾠ all	 ﾠ of	 ﾠ which	 ﾠ carry	 ﾠ a	 ﾠ
historical	 ﾠ and	 ﾠ relational	 ﾠ context	 ﾠ and	 ﾠ when	 ﾠ coupled	 ﾠ with	 ﾠ analysis	 ﾠ of	 ﾠ previous	 ﾠ
knowledge	 ﾠthis	 ﾠdictates	 ﾠa	 ﾠthoroughly	 ﾠin-ﾭ‐depth	 ﾠinitial	 ﾠanalysis.	 ﾠThis	 ﾠresearch	 ﾠgoes	 ﾠ
one	 ﾠstep	 ﾠfurther	 ﾠby	 ﾠcontextualizing	 ﾠthe	 ﾠhabitus	 ﾠof	 ﾠthe	 ﾠsubject	 ﾠunder	 ﾠinvestigation	 ﾠ
(Otto	 ﾠ Dix)	 ﾠ by	 ﾠ contextualizing	 ﾠ the	 ﾠ practices	 ﾠ of	 ﾠ those	 ﾠ surrounding	 ﾠ him	 ﾠ i.e.	 ﾠ
acquaintances	 ﾠ(including	 ﾠemployers),	 ﾠfamily,	 ﾠfriends	 ﾠand	 ﾠlovers	 ﾠtoo.	 ﾠThis	 ﾠis	 ﾠin	 ﾠ
distinction	 ﾠto	 ﾠEyal’s	 ﾠ(2010)	 ﾠargument	 ﾠthat	 ﾠBourdieusian	 ﾠthought	 ﾠfails	 ﾠto	 ﾠaccount	 ﾠ
for	 ﾠthe	 ﾠindividuality	 ﾠof	 ﾠthe	 ﾠfield,	 ﾠits	 ﾠboundaries	 ﾠand	 ﾠits	 ﾠmodality	 ﾠ(the	 ﾠmode	 ﾠin	 ﾠ
which	 ﾠ it	 ﾠ exists).	 ﾠ Although	 ﾠ it	 ﾠ is	 ﾠ clear	 ﾠ that	 ﾠ Eyal	 ﾠ seeks	 ﾠ to	 ﾠ understand	 ﾠ the	 ﾠ inner	 ﾠ
working	 ﾠof	 ﾠthe	 ﾠfield	 ﾠand	 ﾠits	 ﾠrelation	 ﾠwith	 ﾠother	 ﾠfields’	 ﾠthe	 ﾠarbitrary	 ﾠdistinction	 ﾠ
between	 ﾠfields	 ﾠto	 ﾠfind	 ﾠ‘space’	 ﾠmarginalises	 ﾠtheir	 ﾠinterrelationship	 ﾠbecause	 ﾠthis	 ﾠ
creates	 ﾠthe	 ﾠbarriers	 ﾠthat	 ﾠBourdieu	 ﾠsought	 ﾠnot	 ﾠto.	 ﾠThus,	 ﾠI	 ﾠdo	 ﾠnot	 ﾠdeploy	 ﾠthis	 ﾠline	 ﾠof	 ﾠ
argument	 ﾠhere.	 ﾠFurthermore,	 ﾠfrom	 ﾠcurrent	 ﾠliterature	 ﾠit	 ﾠis	 ﾠnot	 ﾠclear	 ﾠexactly	 ﾠhow	 ﾠ
many	 ﾠ fields	 ﾠ (designate	 ﾠ bundles	 ﾠ of	 ﾠ relations)	 ﾠ are	 ﾠ necessary	 ﾠ for	 ﾠ a	 ﾠ wholesome	 ﾠ
analysis	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠlife-ﾭ‐narrative	 ﾠ–	 ﾠthus	 ﾠthis	 ﾠstudy	 ﾠbuilds	 ﾠon	 ﾠthis	 ﾠhorizontally	 ﾠ
in	 ﾠthe	 ﾠextent	 ﾠand	 ﾠmethod	 ﾠof	 ﾠanalysis	 ﾠ(depth)	 ﾠrather	 ﾠthan	 ﾠvertically	 ﾠby	 ﾠadding	 ﾠto	 ﾠ
the	 ﾠlist	 ﾠof	 ﾠconsiderations.	 ﾠ
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Within	 ﾠthe	 ﾠfield	 ﾠis	 ﾠcapital,	 ﾠthis	 ﾠconsists	 ﾠof	 ﾠthe	 ﾠprocess	 ﾠwithin	 ﾠit	 ﾠand	 ﾠis	 ﾠessentially	 ﾠa	 ﾠ
product	 ﾠof	 ﾠit.	 ﾠBourdieu	 ﾠargues	 ﾠthat	 ﾠcapital	 ﾠis	 ﾠaccumulated	 ﾠand	 ﾠrelates,	 ﾠdirectly,	 ﾠto	 ﾠ
position.	 ﾠ Capital	 ﾠ comes	 ﾠ in	 ﾠ four	 ﾠ forms,	 ﾠ namely	 ﾠ economic	 ﾠ (money	 ﾠ and	 ﾠ assets),	 ﾠ
cultural	 ﾠ (aesthetic,	 ﾠ culture,	 ﾠ knowledge,	 ﾠ narrative	 ﾠ and	 ﾠ voice),	 ﾠ social	 ﾠ (culture,	 ﾠ
family,	 ﾠ friends,	 ﾠ networks	 ﾠ and	 ﾠ religion)	 ﾠ and	 ﾠ symbolic	 ﾠ (anything	 ﾠ that	 ﾠ denotes	 ﾠ
other	 ﾠforms	 ﾠof	 ﾠcapital	 ﾠwhich	 ﾠcan	 ﾠbe	 ﾠexchanged	 ﾠfor	 ﾠexample	 ﾠqualifications).	 ﾠThus,	 ﾠ
in	 ﾠaccordance	 ﾠwith	 ﾠthis	 ﾠthere	 ﾠexists	 ﾠdisequilibrium	 ﾠin	 ﾠdistribution	 ﾠof	 ﾠcapital	 ﾠfrom	 ﾠ
the	 ﾠoutset.	 ﾠThis	 ﾠstudy	 ﾠtakes	 ﾠfrom	 ﾠthis	 ﾠconcept	 ﾠthis	 ﾠnotion	 ﾠof	 ﾠdisequilibrium	 ﾠand	 ﾠ
explores	 ﾠthe	 ﾠimpact	 ﾠof	 ﾠthis	 ﾠon	 ﾠthe	 ﾠstrategic-ﾭ‐self	 ﾠ(educational-ﾭ‐life	 ﾠand	 ﾠreflexive-ﾭ‐
self)	 ﾠ and	 ﾠ the	 ﾠ strategies	 ﾠ he	 ﾠ used	 ﾠ to	 ﾠ educate	 ﾠ (teach)	 ﾠ others	 ﾠ that	 ﾠ which	 ﾠ he	 ﾠ had	 ﾠ
learnt.	 ﾠ	 ﾠ
	 ﾠ
Bourdieu	 ﾠgoes	 ﾠon	 ﾠto	 ﾠstate	 ﾠthat	 ﾠpractice	 ﾠis	 ﾠa	 ﾠresult	 ﾠof	 ﾠthe	 ﾠrelationship	 ﾠbetween	 ﾠthe	 ﾠ
individual	 ﾠhabitus	 ﾠ(disposition),	 ﾠthe	 ﾠcurrent	 ﾠstate	 ﾠof	 ﾠplay	 ﾠwithin	 ﾠthe	 ﾠparticular	 ﾠ
field	 ﾠand	 ﾠthe	 ﾠagent’s	 ﾠplace	 ﾠwithin	 ﾠa	 ﾠfield	 ﾠ(capital)	 ﾠ–	 ﾠthe	 ﾠlatter	 ﾠincludes	 ﾠreality.	 ﾠThe	 ﾠ
habitus	 ﾠmanages	 ﾠsystematic	 ﾠstrategies	 ﾠthat	 ﾠare	 ﾠtriggered	 ﾠwhen	 ﾠit	 ﾠencounters	 ﾠa	 ﾠ
particular	 ﾠfield	 ﾠ(Bourdieu	 ﾠand	 ﾠWacquant	 ﾠ1992,	 ﾠp.19).	 ﾠIt	 ﾠis	 ﾠcreative	 ﾠand	 ﾠinventive	 ﾠ
but	 ﾠremains	 ﾠwithin	 ﾠthe	 ﾠlimits	 ﾠof	 ﾠits	 ﾠown	 ﾠstructures	 ﾠ(fields)	 ﾠand	 ﾠthe	 ﾠresidue	 ﾠof	 ﾠthe	 ﾠ
structures	 ﾠthat	 ﾠactually	 ﾠproduced	 ﾠit	 ﾠin	 ﾠthe	 ﾠfirst	 ﾠplace.	 ﾠThus,	 ﾠhabitus	 ﾠand	 ﾠfield	 ﾠare	 ﾠ
relational	 ﾠbecause	 ﾠthey	 ﾠonly	 ﾠfully	 ﾠfunction	 ﾠin	 ﾠrelation	 ﾠto	 ﾠone	 ﾠanother	 ﾠ(Bourdieu	 ﾠ
and	 ﾠWacquant	 ﾠ1992,	 ﾠp.19).	 ﾠThis	 ﾠstudy	 ﾠtakes	 ﾠfrom	 ﾠthese	 ﾠBourdieusian	 ﾠtheories	 ﾠ
that	 ﾠ an	 ﾠ analysis	 ﾠ of	 ﾠ field-ﾭ‐based	 ﾠ practices	 ﾠ for	 ﾠ example	 ﾠ the	 ﾠ field	 ﾠ of	 ﾠ creative	 ﾠ
production,	 ﾠcan	 ﾠhelp	 ﾠlend	 ﾠfurther	 ﾠinsight	 ﾠinto	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠDix’s	 ﾠ
life.	 ﾠThis	 ﾠwould	 ﾠalso	 ﾠsubstantiate	 ﾠa	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠDix’s	 ﾠlife;	 ﾠ
through	 ﾠthe	 ﾠchoices	 ﾠDix	 ﾠmade	 ﾠand	 ﾠpractices	 ﾠhe	 ﾠundertook.	 ﾠIn	 ﾠshort,	 ﾠthe	 ﾠartist’s	 ﾠ
educational	 ﾠ trajectory	 ﾠ was	 ﾠ affected	 ﾠ by	 ﾠ his	 ﾠ actions,	 ﾠ as	 ﾠ influenced	 ﾠ by	 ﾠ his	 ﾠ
experiences.	 ﾠ	 ﾠ
	 ﾠ
3.6.1.2	 ﾠConatus	 ﾠand	 ﾠDoxa	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠdiscussion	 ﾠis	 ﾠincomplete	 ﾠwithout	 ﾠconsideration	 ﾠof	 ﾠtwo	 ﾠfurther	 ﾠBourdieusian	 ﾠ
concepts;	 ﾠ conatus	 ﾠ and	 ﾠ doxa.	 ﾠ The	 ﾠ conatus	 ﾠ (or	 ﾠ life-ﾭ‐trajectory)	 ﾠ is	 ﾠ defined	 ﾠ by	 ﾠ
Bourdieu	 ﾠin	 ﾠHomo	 ﾠAcademicus	 ﾠas	 ﾠ	 ﾠ 107	 ﾠ
	 ﾠ
the	 ﾠ combination	 ﾠ of	 ﾠ dispositions	 ﾠ and	 ﾠ interests	 ﾠ associated	 ﾠ with	 ﾠ a	 ﾠ
particular	 ﾠclass	 ﾠof	 ﾠsocial	 ﾠposition	 ﾠwhich	 ﾠinclines	 ﾠsocial	 ﾠagents	 ﾠto	 ﾠstrive	 ﾠ
to	 ﾠ reproduce	 ﾠ at	 ﾠ a	 ﾠ constant	 ﾠ or	 ﾠ an	 ﾠ increasing	 ﾠ rate	 ﾠ the	 ﾠ properties	 ﾠ
constituting	 ﾠ their	 ﾠ social	 ﾠ identity,	 ﾠ without	 ﾠ even	 ﾠ needing	 ﾠ to	 ﾠ do	 ﾠ this	 ﾠ
deliberately	 ﾠor	 ﾠconsciously	 ﾠ(1988,	 ﾠp.176).	 ﾠ	 ﾠ
	 ﾠ
Grenfell	 ﾠet	 ﾠal	 ﾠ(2008,	 ﾠp.175)	 ﾠargue	 ﾠthat	 ﾠconatus	 ﾠtreats	 ﾠagency	 ﾠas	 ﾠpure	 ﾠprocess,	 ﾠ
thus	 ﾠthe	 ﾠconatus	 ﾠis	 ﾠthe	 ﾠforce	 ﾠthat	 ﾠendows	 ﾠindividuals	 ﾠwith	 ﾠcertain	 ﾠpropensities	 ﾠ
via	 ﾠtheir	 ﾠhabitus	 ﾠand	 ﾠthe	 ﾠlatter	 ﾠis	 ﾠthen	 ﾠcharacterised	 ﾠby	 ﾠthese	 ﾠpropensities.	 ﾠFor	 ﾠ
the	 ﾠpurposes	 ﾠof	 ﾠthis	 ﾠstudy	 ﾠthe	 ﾠconatus	 ﾠis	 ﾠtaken	 ﾠas	 ﾠan	 ﾠintegral	 ﾠfacet	 ﾠinforming	 ﾠthe	 ﾠ
habitus	 ﾠand	 ﾠthe	 ﾠmanner	 ﾠin	 ﾠwhich	 ﾠit	 ﾠoperates	 ﾠwithin	 ﾠa	 ﾠfield.	 ﾠThus,	 ﾠit	 ﾠmust	 ﾠbe	 ﾠtaken	 ﾠ
as	 ﾠa	 ﾠconstituent	 ﾠfactor	 ﾠwhen	 ﾠanalysing	 ﾠthe	 ﾠimpact	 ﾠof	 ﾠparticular	 ﾠactions	 ﾠon	 ﾠDix’s	 ﾠ
education.	 ﾠIn	 ﾠcontrast,	 ﾠdoxa	 ﾠis	 ﾠdefined	 ﾠby	 ﾠGrenfell	 ﾠet	 ﾠal	 ﾠ(2008,	 ﾠp.121)	 ﾠas	 ﾠthe	 ﾠ	 ﾠ
	 ﾠ
pre-ﾭ‐reflexive	 ﾠ intuitive	 ﾠ knowledge	 ﾠ shaped	 ﾠ by	 ﾠ experience,	 ﾠ to	 ﾠ
unconscious	 ﾠinherited	 ﾠphysical	 ﾠand	 ﾠrelational	 ﾠpredispositions.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠthis	 ﾠstudy,	 ﾠdoxa	 ﾠis	 ﾠutilised	 ﾠas	 ﾠthat	 ﾠwhich	 ﾠis	 ﾠtaken	 ﾠfor	 ﾠgranted	 ﾠincluding	 ﾠactions	 ﾠ
that	 ﾠpossess	 ﾠlegitimacy.	 ﾠThe	 ﾠindividual	 ﾠdoes	 ﾠnot	 ﾠalways	 ﾠsubject	 ﾠsuch	 ﾠactions	 ﾠto	 ﾠ
any	 ﾠ level	 ﾠ of	 ﾠ inquiry.	 ﾠ This	 ﾠ includes	 ﾠ significant	 ﾠ events	 ﾠ in	 ﾠ which	 ﾠ the	 ﾠ individual	 ﾠ
reinforces	 ﾠtheir	 ﾠidentity	 ﾠwhether	 ﾠthat	 ﾠis	 ﾠon	 ﾠan	 ﾠindividual	 ﾠor	 ﾠcollective	 ﾠbasis.	 ﾠ	 ﾠ
	 ﾠ
Therefore,	 ﾠthe	 ﾠexploration	 ﾠin	 ﾠthis	 ﾠthesis	 ﾠcentres	 ﾠon	 ﾠhow	 ﾠpractices	 ﾠ(as	 ﾠbrought	 ﾠ
around	 ﾠby	 ﾠcircumstances)	 ﾠin	 ﾠterms	 ﾠof	 ﾠa	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠaffected	 ﾠ
Otto	 ﾠDix’s	 ﾠstrategic-ﾭ‐self	 ﾠand	 ﾠthe	 ﾠstrategies	 ﾠhe	 ﾠused	 ﾠto	 ﾠshare	 ﾠhis	 ﾠexperiences	 ﾠwith	 ﾠ
others.	 ﾠ
	 ﾠ
3.7.	 ﾠSummary	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠpurpose	 ﾠof	 ﾠthis	 ﾠstudy	 ﾠis	 ﾠto	 ﾠexplore	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠthe	 ﾠlife	 ﾠand	 ﾠ
artwork	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠthrough	 ﾠa	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative,	 ﾠand	 ﾠto	 ﾠinvestigate	 ﾠ
its	 ﾠrelationship	 ﾠwith	 ﾠthe	 ﾠdevelopment	 ﾠof	 ﾠhis	 ﾠself	 ﾠas	 ﾠa	 ﾠcreative	 ﾠpractitioner.	 ﾠ	 ﾠ	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I	 ﾠhave	 ﾠchosen	 ﾠDix	 ﾠas	 ﾠthe	 ﾠcase	 ﾠstudy	 ﾠfor	 ﾠa	 ﾠnumber	 ﾠof	 ﾠreasons	 ﾠthat	 ﾠrange	 ﾠfrom	 ﾠhis	 ﾠ
work	 ﾠepitomizing	 ﾠGerman	 ﾠculture	 ﾠright	 ﾠthrough	 ﾠto	 ﾠhis	 ﾠsocially	 ﾠcritical	 ﾠart	 ﾠbeing	 ﾠ
classed	 ﾠ as	 ﾠ degenerate.	 ﾠ In	 ﾠ addition	 ﾠ to	 ﾠ this,	 ﾠ the	 ﾠ relationship	 ﾠ between	 ﾠ his	 ﾠ
educational	 ﾠbackground,	 ﾠproletarian	 ﾠorigins	 ﾠand	 ﾠthe	 ﾠsignificant	 ﾠevents	 ﾠin	 ﾠhis	 ﾠlife;	 ﾠ
participation	 ﾠin	 ﾠtwo	 ﾠworld	 ﾠwars	 ﾠall	 ﾠprovide	 ﾠimpetus	 ﾠfor	 ﾠan	 ﾠexploration	 ﾠof	 ﾠhow	 ﾠhis	 ﾠ
educated-ﾭ‐self	 ﾠdeveloped.	 ﾠThe	 ﾠliterature	 ﾠreview	 ﾠin	 ﾠChapter	 ﾠtwo	 ﾠidentified	 ﾠa	 ﾠseries	 ﾠ
of	 ﾠsources	 ﾠof	 ﾠdata	 ﾠthat	 ﾠwill	 ﾠbe	 ﾠutilised	 ﾠfor	 ﾠthe	 ﾠstudy,	 ﾠthis	 ﾠdiscussion	 ﾠfocuses	 ﾠon	 ﾠ
evidence	 ﾠclassification,	 ﾠchoice,	 ﾠuse	 ﾠand	 ﾠlimitations.	 ﾠThe	 ﾠevidence	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠ
ranges	 ﾠ from	 ﾠ published	 ﾠ literature,	 ﾠ historical	 ﾠ and	 ﾠ epistolary	 ﾠ documents,	 ﾠ
photographs	 ﾠand	 ﾠpaintings.	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠis	 ﾠa	 ﾠqualitative	 ﾠstudy	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐narrative	 ﾠwill	 ﾠbe	 ﾠcreated	 ﾠ
though	 ﾠ the	 ﾠ visual	 ﾠ analysis	 ﾠ of	 ﾠ a	 ﾠ range	 ﾠ of	 ﾠ the	 ﾠ art	 ﾠ (paintings	 ﾠ and	 ﾠ drawings)	 ﾠ
produced	 ﾠ by	 ﾠ Dix	 ﾠ between	 ﾠ the	 ﾠ years	 ﾠ 1890	 ﾠ –	 ﾠ 1969	 ﾠ and	 ﾠ a	 ﾠ range	 ﾠ of	 ﾠ other	 ﾠ
documentary	 ﾠ evidence	 ﾠ for	 ﾠ example	 ﾠ biographies,	 ﾠ correspondence	 ﾠ and	 ﾠ letters.	 ﾠ
This	 ﾠ period	 ﾠ is	 ﾠ contextually	 ﾠ relevant	 ﾠ as	 ﾠ it	 ﾠ encompasses	 ﾠ political	 ﾠ and	 ﾠ social	 ﾠ
changes	 ﾠin	 ﾠGermany,	 ﾠthe	 ﾠFirst	 ﾠand	 ﾠSecond	 ﾠWorld	 ﾠWars	 ﾠ(1914	 ﾠ–	 ﾠ1918;	 ﾠ1939	 ﾠ–	 ﾠ
1945).	 ﾠ	 ﾠIn	 ﾠsummary,	 ﾠthe	 ﾠstudy	 ﾠexplores	 ﾠthe	 ﾠways	 ﾠthrough	 ﾠwhich	 ﾠDix’s	 ﾠeducation	 ﾠ
was	 ﾠconstituted	 ﾠand	 ﾠcoordinated.	 ﾠ	 ﾠ
	 ﾠ
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CHAPTER	 ﾠFOUR	 ﾠ
WILHELM	 ﾠHEINRICH	 ﾠOTTO	 ﾠDIX,	 ﾠ1891	 ﾠ–	 ﾠ1969	 ﾠ	 ﾠ
	 ﾠ
4.1	 ﾠIntroduction	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠnext	 ﾠthree	 ﾠchapters	 ﾠexplore	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠthe	 ﾠlife	 ﾠof	 ﾠWilhelm	 ﾠ
Heinrich	 ﾠOtto	 ﾠDix	 ﾠduring	 ﾠthe	 ﾠperiod	 ﾠ1890	 ﾠ–	 ﾠ1969	 ﾠthrough	 ﾠhis	 ﾠbiographical	 ﾠlife-ﾭ‐
narrative;	 ﾠthis	 ﾠspecifically	 ﾠincludes	 ﾠhis	 ﾠvarious	 ﾠartistic	 ﾠphases.	 ﾠFor	 ﾠinstance	 ﾠin	 ﾠhis	 ﾠ
verist	 ﾠphase,	 ﾠlike	 ﾠother	 ﾠartists	 ﾠworking	 ﾠwithin	 ﾠthe	 ﾠsame	 ﾠstyle,	 ﾠDix’s	 ﾠwork	 ﾠsought	 ﾠ
to	 ﾠ embrace	 ﾠ reality	 ﾠ and	 ﾠ therefore	 ﾠ much	 ﾠ of	 ﾠ his	 ﾠ work	 ﾠ is	 ﾠ regarded	 ﾠ as	 ﾠ vulgar,	 ﾠ
unconventionally	 ﾠbeautiful	 ﾠor	 ﾠaesthetically	 ﾠpleasing	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigures	 ﾠ1	 ﾠ
and	 ﾠ2).	 ﾠThis	 ﾠalso	 ﾠincludes	 ﾠreference	 ﾠto	 ﾠliterature	 ﾠprior	 ﾠto	 ﾠ1890	 ﾠand	 ﾠpost-ﾭ‐1969	 ﾠfor	 ﾠ
instance	 ﾠdata	 ﾠon	 ﾠGermanic	 ﾠculture	 ﾠand	 ﾠpolitics	 ﾠor	 ﾠcomments	 ﾠfrom	 ﾠhis	 ﾠchildren.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠThe	 ﾠaim	 ﾠand	 ﾠpurpose	 ﾠof	 ﾠthese	 ﾠchapters	 ﾠis	 ﾠto	 ﾠexplore,	 ﾠin	 ﾠrelation	 ﾠto	 ﾠa	 ﾠbroader	 ﾠ
notion	 ﾠ of	 ﾠ the	 ﾠ educative,	 ﾠ the	 ﾠ educational	 ﾠ influences	 ﾠ in	 ﾠ Dix’s	 ﾠ life	 ﾠ and	 ﾠ how	 ﾠ he	 ﾠ
strategically	 ﾠnavigated	 ﾠthrough	 ﾠsignificant	 ﾠevents.	 ﾠThe	 ﾠformer	 ﾠalso	 ﾠincludes	 ﾠhow	 ﾠ
he	 ﾠ was	 ﾠ educated,	 ﾠ and	 ﾠ how	 ﾠ his	 ﾠ artwork	 ﾠ contained	 ﾠ educational	 ﾠ messages	 ﾠ that	 ﾠ
educated	 ﾠthose	 ﾠaround	 ﾠhim.	 ﾠEvidence	 ﾠof	 ﾠthe	 ﾠbildung	 ﾠand	 ﾠintentionality	 ﾠ(drive)	 ﾠin	 ﾠ
Dix’s	 ﾠwork	 ﾠwill	 ﾠbe	 ﾠevidenced	 ﾠusing	 ﾠletters	 ﾠand	 ﾠother	 ﾠepistolary	 ﾠdata,	 ﾠincluding	 ﾠ
opinions	 ﾠabout	 ﾠthe	 ﾠartist	 ﾠas	 ﾠpresented	 ﾠby	 ﾠhis	 ﾠfriends	 ﾠand	 ﾠcolleagues.	 ﾠThe	 ﾠanalysis	 ﾠ
will	 ﾠidentify	 ﾠhow	 ﾠexploring	 ﾠthe	 ﾠartist’s	 ﾠlife	 ﾠhas	 ﾠaffected	 ﾠmy	 ﾠown	 ﾠeducation	 ﾠas	 ﾠa	 ﾠ
creator	 ﾠof	 ﾠthe	 ﾠbiography	 ﾠand	 ﾠwhat	 ﾠcan	 ﾠbe	 ﾠlearnt	 ﾠfrom	 ﾠthis	 ﾠstudy	 ﾠin	 ﾠterms	 ﾠof	 ﾠDix’s	 ﾠ
educated-ﾭ‐self.	 ﾠ This	 ﾠ is	 ﾠ achieved	 ﾠ by	 ﾠ means	 ﾠ of	 ﾠ an	 ﾠ exploration	 ﾠ of	 ﾠ his	 ﾠ life,	 ﾠ his	 ﾠ
situatednesses	 ﾠ and	 ﾠ the	 ﾠ artworks	 ﾠ (paintings,	 ﾠ sculptures	 ﾠ and	 ﾠ sketches)	 ﾠ that	 ﾠ he	 ﾠ
produced	 ﾠ during	 ﾠ his	 ﾠ life,	 ﾠ through	 ﾠ an	 ﾠ active,	 ﾠ dialogical	 ﾠ and	 ﾠ socially	 ﾠ critical	 ﾠ
perspective.	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠ exploration	 ﾠ of	 ﾠ Dix’s	 ﾠ life	 ﾠ is	 ﾠ meta-ﾭ‐biographical	 ﾠ (see	 ﾠ supra	 ﾠ p.58),	 ﾠ and	 ﾠ the	 ﾠ
analysis	 ﾠemployed	 ﾠis	 ﾠdouble	 ﾠhermeneutic	 ﾠin	 ﾠnature	 ﾠbecause	 ﾠthe	 ﾠdata	 ﾠthat	 ﾠis	 ﾠused	 ﾠ
includes	 ﾠDix’s	 ﾠartwork,	 ﾠepistolary	 ﾠevidence	 ﾠsuch	 ﾠas	 ﾠletters,	 ﾠsketches	 ﾠand	 ﾠhis	 ﾠdiary	 ﾠ
from	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠbut	 ﾠalso	 ﾠwritten	 ﾠtext	 ﾠ(letters)	 ﾠby	 ﾠDix	 ﾠabout	 ﾠhimself	 ﾠand	 ﾠ
his	 ﾠ artwork	 ﾠ and	 ﾠ by	 ﾠ his	 ﾠ friends	 ﾠ and	 ﾠ companions.	 ﾠ The	 ﾠ exploration	 ﾠ employs	 ﾠ a	 ﾠ	 ﾠ 110	 ﾠ
narrative	 ﾠ research	 ﾠ approach	 ﾠ underpinned	 ﾠ by	 ﾠ the	 ﾠ Bourdieusian	 ﾠ constructs	 ﾠ of	 ﾠ
habitus,	 ﾠconatus,	 ﾠcapital,	 ﾠdoxa	 ﾠand	 ﾠfield.	 ﾠThis	 ﾠinforms	 ﾠthe	 ﾠlife-ﾭ‐narrative	 ﾠhelping	 ﾠto	 ﾠ
reveal	 ﾠ alternative	 ﾠ insights	 ﾠ into	 ﾠ the	 ﾠ dynamics	 ﾠ that	 ﾠ Dix	 ﾠ had	 ﾠ to	 ﾠ strategically	 ﾠ
negotiate.	 ﾠ	 ﾠ
	 ﾠ
Additionally,	 ﾠthis	 ﾠallows	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠhis	 ﾠto	 ﾠbe	 ﾠanalyzed	 ﾠfrom	 ﾠthe	 ﾠ
perspective	 ﾠof	 ﾠa	 ﾠcreative	 ﾠand	 ﾠsense-ﾭ‐making	 ﾠpractitioner.	 ﾠThis	 ﾠpart	 ﾠof	 ﾠthe	 ﾠstudy	 ﾠ
joins	 ﾠ the	 ﾠ work	 ﾠ of	 ﾠ other	 ﾠ researchers	 ﾠ and	 ﾠ art	 ﾠ historians	 ﾠ who	 ﾠ have	 ﾠ sought	 ﾠ to	 ﾠ
interrogate	 ﾠthe	 ﾠactuality	 ﾠor	 ﾠhistoricity	 ﾠof	 ﾠDix’s	 ﾠlife	 ﾠthrough	 ﾠhis	 ﾠartwork	 ﾠand	 ﾠhis	 ﾠ
historical,	 ﾠmaterial,	 ﾠpolitical	 ﾠand	 ﾠsocial	 ﾠlocation.	 ﾠ	 ﾠ
	 ﾠ
4.2	 ﾠThe	 ﾠEvidence	 ﾠand	 ﾠthe	 ﾠRationale	 ﾠUnderpinning	 ﾠits	 ﾠUse	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ many	 ﾠ biographies,	 ﾠ artworks,	 ﾠ and	 ﾠ correspondence	 ﾠ (private)	 ﾠ and	 ﾠ letters	 ﾠ
(private	 ﾠ and	 ﾠ public),	 ﾠ the	 ﾠ latter	 ﾠ authenticated	 ﾠ and	 ﾠ published	 ﾠ by	 ﾠ the	 ﾠ Otto	 ﾠ Dix	 ﾠ
Stiftung	 ﾠ(Foundation,	 ﾠwww.otto-ﾭ‐dix.de),	 ﾠhighlight	 ﾠa	 ﾠrange	 ﾠof	 ﾠsignificant	 ﾠevents	 ﾠ
(epiphanies)	 ﾠin	 ﾠDix’s	 ﾠlife,	 ﾠand	 ﾠfor	 ﾠthe	 ﾠpurposes	 ﾠof	 ﾠthis	 ﾠstudy	 ﾠfrom	 ﾠ1890	 ﾠ–	 ﾠ1969	 ﾠa	 ﾠ
period	 ﾠof	 ﾠseventy-ﾭ‐nine	 ﾠyears.	 ﾠThe	 ﾠanalysis	 ﾠof	 ﾠthis	 ﾠperiod	 ﾠin	 ﾠhis	 ﾠlife	 ﾠis	 ﾠdivided	 ﾠinto	 ﾠ
five	 ﾠparts	 ﾠexploring	 ﾠDix’s	 ﾠexperience	 ﾠand	 ﾠproduction:	 ﾠ
	 ﾠ
-ﾭ‐  Dix’s	 ﾠchildhood	 ﾠand	 ﾠformative	 ﾠyears	 ﾠ(pre-ﾭ‐1914)	 ﾠ
-ﾭ‐  First	 ﾠWorld	 ﾠWar	 ﾠperiod	 ﾠ(1914	 ﾠ–	 ﾠ1919)	 ﾠ
-ﾭ‐  Weimar	 ﾠera	 ﾠ(1919	 ﾠ–	 ﾠ1933)	 ﾠ
-ﾭ‐  Period	 ﾠof	 ﾠthe	 ﾠThird	 ﾠReich	 ﾠ(Nazi	 ﾠera)	 ﾠand	 ﾠthe	 ﾠSecond	 ﾠWorld	 ﾠWar	 ﾠ(1932	 ﾠ–	 ﾠ
1945)	 ﾠ	 ﾠ
-ﾭ‐  Post	 ﾠSecond	 ﾠWorld	 ﾠWar	 ﾠand	 ﾠuntil	 ﾠhis	 ﾠdeath	 ﾠ(1945	 ﾠ–	 ﾠ1969).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠfirst	 ﾠtwo	 ﾠof	 ﾠthese	 ﾠare	 ﾠdiscussed	 ﾠin	 ﾠChapter	 ﾠfive	 ﾠand	 ﾠthe	 ﾠlatter	 ﾠthree	 ﾠin	 ﾠChapter	 ﾠ
six.	 ﾠ	 ﾠ
	 ﾠ
Time	 ﾠis	 ﾠa	 ﾠsignificant	 ﾠdefining	 ﾠcharacteristic	 ﾠof	 ﾠthe	 ﾠlife-ﾭ‐narrative,	 ﾠwhich	 ﾠcan	 ﾠmake	 ﾠ
it	 ﾠmore	 ﾠcomprehensible	 ﾠwhen	 ﾠviewed	 ﾠmeta-ﾭ‐biographically	 ﾠ(see	 ﾠsupra	 ﾠpp.58	 ﾠand	 ﾠ
88).	 ﾠThere are always issues involved in the periodisation of a life such as 	 ﾠ 111	 ﾠ
that of an artist and it is unlikely that every single event in the life could be 
fully explored; therefore choices have to be made.	 ﾠHere,	 ﾠthe	 ﾠbiographical	 ﾠlife-ﾭ‐
narrative	 ﾠ and	 ﾠ artwork	 ﾠ are	 ﾠ contextually	 ﾠ explored	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ educational	 ﾠ
influences	 ﾠand	 ﾠsignificant	 ﾠevents	 ﾠ(epiphanies)	 ﾠ–	 ﾠthese	 ﾠmake	 ﾠthe	 ﾠreality	 ﾠwithin	 ﾠthe	 ﾠ
life-ﾭ‐narrative	 ﾠcomprehensible	 ﾠin	 ﾠthe	 ﾠdefined	 ﾠperiod	 ﾠbecause	 ﾠthey	 ﾠoften	 ﾠreveal	 ﾠthe	 ﾠ
reasons	 ﾠ that	 ﾠ underpin	 ﾠ a	 ﾠ particular	 ﾠ course	 ﾠ of	 ﾠ action.	 ﾠ Additionally,	 ﾠ these	 ﾠ are	 ﾠ
events in relation to which the artist commented for instance in his war 
diary, correspondence or letters and through his artwork. 
	 ﾠ
Otto	 ﾠDix	 ﾠwas	 ﾠan	 ﾠextraordinarily	 ﾠprescient	 ﾠartist.	 ﾠThere	 ﾠare	 ﾠa	 ﾠnumber	 ﾠof	 ﾠdistinct	 ﾠ
and	 ﾠsignificant	 ﾠfactors	 ﾠlinked	 ﾠto	 ﾠturning	 ﾠpoints	 ﾠ(epiphanies)	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠthat	 ﾠhelp	 ﾠ
reveal	 ﾠ how	 ﾠ (and	 ﾠ why)	 ﾠ his	 ﾠ strategic-ﾭ‐self	 ﾠ navigated	 ﾠ through	 ﾠ life	 ﾠ these	 ﾠ are;	 ﾠ
exposure	 ﾠ to	 ﾠ art	 ﾠ as	 ﾠ a	 ﾠ child	 ﾠ and	 ﾠ to	 ﾠ the	 ﾠ discipline	 ﾠ of	 ﾠ study,	 ﾠ art	 ﾠ for	 ﾠ purposes	 ﾠ of	 ﾠ
financial	 ﾠgain,	 ﾠnotoriety	 ﾠand	 ﾠsuccess,	 ﾠand	 ﾠhis	 ﾠroles	 ﾠin	 ﾠthe	 ﾠFirst	 ﾠand	 ﾠSecond	 ﾠWorld	 ﾠ
Wars	 ﾠ(see	 ﾠsupra	 ﾠpp.76	 ﾠ–	 ﾠ77	 ﾠin	 ﾠterms	 ﾠof	 ﾠintentionality).	 ﾠThese	 ﾠsignificant	 ﾠfactors,	 ﾠ
events	 ﾠ and	 ﾠ epiphanies	 ﾠ are	 ﾠ juxtaposed	 ﾠ against	 ﾠ Dix’s	 ﾠ artworks	 ﾠ and	 ﾠ the	 ﾠ other	 ﾠ
evidence	 ﾠ of	 ﾠ his	 ﾠ life	 ﾠ that	 ﾠ is	 ﾠ available.	 ﾠ In	 ﾠ summary,	 ﾠ artistic,	 ﾠ personal	 ﾠ and	 ﾠ
professional	 ﾠthemes	 ﾠrelative	 ﾠto	 ﾠthe	 ﾠstrategic-ﾭ‐self	 ﾠare	 ﾠexplored	 ﾠthrough	 ﾠnarrative	 ﾠ
research,	 ﾠthese	 ﾠinclude;	 ﾠthe	 ﾠinfluences	 ﾠof	 ﾠhis	 ﾠparents	 ﾠErnst	 ﾠFranz	 ﾠDix	 ﾠand	 ﾠPauline	 ﾠ
Louise	 ﾠDix	 ﾠ(for	 ﾠexample	 ﾠPauline’s	 ﾠformer	 ﾠpoet	 ﾠself,	 ﾠher	 ﾠpossible	 ﾠconnection	 ﾠwith	 ﾠ
the	 ﾠMazdaznan	 ﾠway	 ﾠof	 ﾠlife	 ﾠand	 ﾠthe	 ﾠinfluence	 ﾠof	 ﾠher	 ﾠartist	 ﾠnephew	 ﾠFritz	 ﾠAmann).	 ﾠ
The	 ﾠnurturing	 ﾠrelationship	 ﾠbetween	 ﾠDix	 ﾠand	 ﾠProfessor	 ﾠErnst	 ﾠSchunke	 ﾠduring	 ﾠhis	 ﾠ
study	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠSchool	 ﾠof	 ﾠArts	 ﾠand	 ﾠCrafts,	 ﾠand	 ﾠapprenticeship	 ﾠunder	 ﾠMaster	 ﾠ
Senff	 ﾠis	 ﾠalso	 ﾠinvestigated,	 ﾠas	 ﾠare	 ﾠthe	 ﾠearly	 ﾠinfluences	 ﾠon	 ﾠhis	 ﾠartistic	 ﾠand	 ﾠstrategic-ﾭ‐
self	 ﾠ (cubism,	 ﾠ expressionism,	 ﾠ Fauvism,	 ﾠ impressionism	 ﾠ (including	 ﾠ that	 ﾠ of	 ﾠ Van	 ﾠ
Gogh),	 ﾠ post-ﾭ‐impressionism	 ﾠ and	 ﾠ the	 ﾠ philosophies	 ﾠ of	 ﾠ Frederick	 ﾠ Nietzsche).	 ﾠ The	 ﾠ
support	 ﾠ of	 ﾠ his	 ﾠ girlfriend	 ﾠ Helen	 ﾠ Jakob	 ﾠ (during	 ﾠ the	 ﾠ war)	 ﾠ and	 ﾠ then	 ﾠ Martha	 ﾠ Dix	 ﾠ
(originally	 ﾠMartha	 ﾠElisabeth	 ﾠLindner	 ﾠand	 ﾠthen	 ﾠKoch	 ﾠfrom	 ﾠher	 ﾠprevious	 ﾠmarriage)	 ﾠ
and	 ﾠthe	 ﾠshort	 ﾠperiod	 ﾠbetween	 ﾠhis	 ﾠmarriage	 ﾠto	 ﾠthe	 ﾠlatter	 ﾠand	 ﾠthe	 ﾠbirth	 ﾠof	 ﾠtheir	 ﾠfirst	 ﾠ
daughter	 ﾠare	 ﾠalso	 ﾠanalysed.	 ﾠDix’s	 ﾠtime	 ﾠas	 ﾠprofessor	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠAcademy	 ﾠof	 ﾠ
Art	 ﾠand	 ﾠhis	 ﾠtraining	 ﾠand	 ﾠconstriction	 ﾠin	 ﾠWorld	 ﾠWar	 ﾠI	 ﾠare	 ﾠanalysed,	 ﾠas	 ﾠis	 ﾠthe	 ﾠeffect	 ﾠ
on	 ﾠthe	 ﾠartist	 ﾠof	 ﾠbecoming	 ﾠa	 ﾠprisoner	 ﾠduring	 ﾠthe	 ﾠSecond	 ﾠWorld	 ﾠWar.	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In	 ﾠ relation	 ﾠ to	 ﾠ this	 ﾠ the	 ﾠ following	 ﾠ artworks	 ﾠ are	 ﾠ subjected	 ﾠ to	 ﾠ colour	 ﾠ and	 ﾠ visual	 ﾠ
analysis	 ﾠ
	 ﾠ
-ﾭ‐  Bust	 ﾠof	 ﾠNietzsche,	 ﾠ1904	 ﾠand	 ﾠ19141	 ﾠ(location	 ﾠunknown)	 ﾠ	 ﾠ
-ﾭ‐  Selbstbildnis	 ﾠ Mit	 ﾠ Nelke	 ﾠ (Self-ﾭ‐portrait	 ﾠ with	 ﾠ Carnation),	 ﾠ 1912	 ﾠ (formerly	 ﾠ
Kunstmuseum	 ﾠDüsseldorf	 ﾠuntil	 ﾠconfiscated	 ﾠin	 ﾠ1937,	 ﾠnow	 ﾠDetroit	 ﾠInstitute	 ﾠ
of	 ﾠArt)	 ﾠ
-ﾭ‐  Self-ﾭ‐portrait	 ﾠas	 ﾠa	 ﾠSoldier,	 ﾠ1914	 ﾠ(Kunstmuseum	 ﾠStuttgart)	 ﾠ	 ﾠ
-ﾭ‐  Ein	 ﾠSchones	 ﾠGrab	 ﾠ(A	 ﾠBeautiful	 ﾠGrave),	 ﾠ1916	 ﾠ(Kunstammlung	 ﾠGera)	 ﾠ	 ﾠ
-ﾭ‐  Flare,	 ﾠ 1917	 ﾠ (Stadtische	 ﾠ Galerie	 ﾠ Albstadt,	 ﾠ Stifrung	 ﾠ Sammlung	 ﾠ Walther	 ﾠ
Groz)	 ﾠ
-ﾭ‐  Scene	 ﾠII	 ﾠ(Murder),	 ﾠ1922	 ﾠ(Otto	 ﾠDix	 ﾠStifrung,	 ﾠVaduz)	 ﾠ
-ﾭ‐  Trench,	 ﾠ1923	 ﾠ(location	 ﾠunknown)	 ﾠ	 ﾠ
-ﾭ‐  Bildnis	 ﾠder	 ﾠEltern	 ﾠ1	 ﾠ(Portrait	 ﾠof	 ﾠArtists	 ﾠParents	 ﾠI),	 ﾠ1921	 ﾠ(formerly	 ﾠWallraf-ﾭ‐
Richartz-ﾭ‐Museum,	 ﾠCologne,	 ﾠconfiscated	 ﾠin	 ﾠ1937;	 ﾠnow	 ﾠin	 ﾠthe	 ﾠcollection	 ﾠof	 ﾠ
the	 ﾠKunstmuseum,	 ﾠBasel)	 ﾠ	 ﾠ
-ﾭ‐  Bildnis	 ﾠ der	 ﾠ Eltern	 ﾠ 2	 ﾠ (Portrait	 ﾠ of	 ﾠ Artists	 ﾠ Parents	 ﾠ II),	 ﾠ 1924	 ﾠ (Sprengel	 ﾠ
Museum,	 ﾠHanover)	 ﾠ	 ﾠ
-ﾭ‐  The	 ﾠDancer	 ﾠAnita	 ﾠBerber,	 ﾠ1925	 ﾠ(Kunstmuseum	 ﾠStuttgart)	 ﾠ	 ﾠ
-ﾭ‐  Bildnis	 ﾠ der	 ﾠ Journalistin	 ﾠ Sylvia	 ﾠ von	 ﾠ Harden	 ﾠ (Portrait	 ﾠ of	 ﾠ the	 ﾠ Journalist	 ﾠ
Sylvia	 ﾠvon	 ﾠHarden),	 ﾠ1926	 ﾠ(Musée	 ﾠNational	 ﾠd'Art	 ﾠModerne,	 ﾠCentre	 ﾠGeorges	 ﾠ
Pompidou,	 ﾠParis)	 ﾠ
-ﾭ‐  Der	 ﾠ Krieg	 ﾠ (The	 ﾠ War),	 ﾠ 1932	 ﾠ (Galarie	 ﾠ Neue	 ﾠ Meister,	 ﾠ Staatliche	 ﾠ
Kunstsammlungen,	 ﾠDresden)	 ﾠ	 ﾠ
-ﾭ‐  Selbstbildnis	 ﾠ als	 ﾠ Kriegsgefangener	 ﾠ (Self-ﾭ‐portrait	 ﾠ as	 ﾠ a	 ﾠ Prisoner	 ﾠ of	 ﾠ War),	 ﾠ
1947	 ﾠ(Staatsgalerie,	 ﾠStuttgart)	 ﾠ	 ﾠ
-ﾭ‐  Ecce	 ﾠHomo	 ﾠIII	 ﾠ(Behold	 ﾠthe	 ﾠMan),	 ﾠ1949	 ﾠ(Germany	 ﾠ(Munich):	 ﾠGunzenhauser	 ﾠ
Gallery)	 ﾠ	 ﾠ
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
1	 ﾠThere	 ﾠis	 ﾠsome	 ﾠdispute	 ﾠas	 ﾠto	 ﾠwhether	 ﾠthe	 ﾠbust	 ﾠin	 ﾠ1904	 ﾠwas	 ﾠever	 ﾠproduced	 ﾠand	 ﾠ
whether	 ﾠ the	 ﾠ second	 ﾠ bust	 ﾠ was	 ﾠ produced	 ﾠ in	 ﾠ 1912	 ﾠ or	 ﾠ 1914	 ﾠ (on	 ﾠ the	 ﾠ dates	 ﾠ see	 ﾠ
generally	 ﾠLorenz	 ﾠ2000).	 ﾠ	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 ﾠ
-ﾭ‐  Krieg	 ﾠund	 ﾠFrieden	 ﾠ(War	 ﾠand	 ﾠPeace),	 ﾠ1960	 ﾠ(Mural	 ﾠin	 ﾠthe	 ﾠmeeting	 ﾠroom	 ﾠat	 ﾠ
the	 ﾠArchaeological	 ﾠMuseum	 ﾠHegau,	 ﾠSingen:	 ﾠGermany).	 ﾠ
	 ﾠ
The	 ﾠ literature	 ﾠ identified	 ﾠ in	 ﾠ Chapter	 ﾠ two	 ﾠ is	 ﾠ used	 ﾠ to	 ﾠ support	 ﾠ this	 ﾠ analysis.	 ﾠ To	 ﾠ
recapitulate,	 ﾠthis	 ﾠincludes	 ﾠLöffler’s	 ﾠ(1960,	 ﾠtranslated	 ﾠin	 ﾠ1982),	 ﾠGutbrod	 ﾠ(2010),	 ﾠ
Bröhan’s	 ﾠand	 ﾠPeter’s	 ﾠ(2010)	 ﾠaccounts	 ﾠof	 ﾠDix’s	 ﾠlife	 ﾠand	 ﾠwork	 ﾠ–	 ﾠthe	 ﾠlatter	 ﾠof	 ﾠwhich	 ﾠ
includes	 ﾠ discussion	 ﾠ of	 ﾠ some	 ﾠ of	 ﾠ the	 ﾠ three-ﾭ‐hundred	 ﾠ postcard	 ﾠ correspondences	 ﾠ
between	 ﾠDix	 ﾠand	 ﾠhis	 ﾠgirlfriend	 ﾠHelen	 ﾠJakob,	 ﾠTeissier’s	 ﾠ(2010)	 ﾠOtto	 ﾠDix:	 ﾠLetters	 ﾠet	 ﾠ
Dessins	 ﾠ (Otto	 ﾠ Dix:	 ﾠ Letters	 ﾠ and	 ﾠ Drawings)	 ﾠ that	 ﾠ includes	 ﾠ a	 ﾠ series	 ﾠ of	 ﾠ letters	 ﾠ Dix	 ﾠ
wrote	 ﾠto,	 ﾠamongst	 ﾠother,	 ﾠhis	 ﾠbeloved	 ﾠ(and	 ﾠlater	 ﾠwife)	 ﾠMartha,	 ﾠDix’s	 ﾠWorld	 ﾠWar	 ﾠI	 ﾠ
Diary,	 ﾠGay’s	 ﾠ(1968)	 ﾠWeimar	 ﾠCulture:	 ﾠThe	 ﾠOutsider	 ﾠas	 ﾠInsider	 ﾠand	 ﾠWatson’s	 ﾠ(2010)	 ﾠ
German	 ﾠGenius:	 ﾠEurope's	 ﾠThird	 ﾠRenaissance,	 ﾠthe	 ﾠSecond	 ﾠScientific	 ﾠRevolution,	 ﾠand	 ﾠ
the	 ﾠTwentieth	 ﾠCentury.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠanalysis	 ﾠof	 ﾠthis	 ﾠevidence	 ﾠwill	 ﾠfirst	 ﾠaddress	 ﾠthe	 ﾠvisual	 ﾠin	 ﾠterms	 ﾠof	 ﾠexploring	 ﾠits	 ﾠ
content,	 ﾠiconographic	 ﾠand	 ﾠsemiotic	 ﾠvalue,	 ﾠafter	 ﾠwhich	 ﾠa	 ﾠcolour	 ﾠanalysis	 ﾠwill	 ﾠbe	 ﾠ
undertaken	 ﾠ (contextual	 ﾠ and	 ﾠ formal	 ﾠ analysis).	 ﾠ These	 ﾠ results	 ﾠ will	 ﾠ then	 ﾠ be	 ﾠ
juxtaposed	 ﾠ against,	 ﾠ amongst	 ﾠ other	 ﾠ things,	 ﾠ current	 ﾠ literature	 ﾠ (art	 ﾠ historical,	 ﾠ
biographical	 ﾠ and	 ﾠ documentarian	 ﾠ explanations	 ﾠ of	 ﾠ his	 ﾠ life	 ﾠ and	 ﾠ work),	 ﾠ and	 ﾠ
epistolary	 ﾠevidence	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠDix’s	 ﾠwar	 ﾠdiary,	 ﾠcorrespondence	 ﾠ(private)	 ﾠand	 ﾠ
letters	 ﾠ(private	 ﾠand	 ﾠpublic),	 ﾠand	 ﾠextracts	 ﾠfrom	 ﾠletters.	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠrefrained,	 ﾠfor	 ﾠmost	 ﾠof	 ﾠhis	 ﾠlife	 ﾠfrom	 ﾠdiscussing	 ﾠmuch	 ﾠabout	 ﾠhis	 ﾠpersonal	 ﾠlife	 ﾠ
and	 ﾠthe	 ﾠtheory	 ﾠunderpinning	 ﾠhis	 ﾠartwork	 ﾠ(on	 ﾠthe	 ﾠlatter	 ﾠsee	 ﾠGutbrod	 ﾠ2010,	 ﾠp.15).	 ﾠ
This	 ﾠfact	 ﾠis	 ﾠevidenced	 ﾠby	 ﾠthe	 ﾠdistinct	 ﾠlack	 ﾠof	 ﾠan	 ﾠautobiography	 ﾠ–	 ﾠwhether	 ﾠthis	 ﾠwas	 ﾠ
a	 ﾠcoincidence	 ﾠor	 ﾠlack	 ﾠof	 ﾠopportunity	 ﾠis	 ﾠa	 ﾠtopic	 ﾠthat	 ﾠthe	 ﾠartist	 ﾠhas	 ﾠtaken	 ﾠwith	 ﾠhim	 ﾠ
to	 ﾠthe	 ﾠgrave.	 ﾠThe	 ﾠlikelihood	 ﾠis,	 ﾠand	 ﾠthis	 ﾠaccords	 ﾠwith	 ﾠhis	 ﾠcharacter,	 ﾠthat	 ﾠhe	 ﾠwas	 ﾠ
not	 ﾠreally	 ﾠconcerned	 ﾠwith	 ﾠthe	 ﾠproduction	 ﾠof	 ﾠsuch	 ﾠtexts	 ﾠand	 ﾠmore	 ﾠengrossed	 ﾠwith	 ﾠ
navigating	 ﾠ the	 ﾠ tumultuous	 ﾠ course	 ﾠ his	 ﾠ life	 ﾠ was	 ﾠ taking	 ﾠ and	 ﾠ educating	 ﾠ others	 ﾠ
through	 ﾠ his	 ﾠ artwork.	 ﾠ There	 ﾠ are	 ﾠ two	 ﾠ biographical	 ﾠ accounts	 ﾠ on	 ﾠ the	 ﾠ artist’s	 ﾠ life	 ﾠ
albeit	 ﾠdiffering	 ﾠin	 ﾠdegree	 ﾠ(depth	 ﾠand	 ﾠlength)	 ﾠ(see	 ﾠLöffler	 ﾠ1960;	 ﾠGutbrod	 ﾠ2010).	 ﾠ
Neither	 ﾠof	 ﾠthese	 ﾠtwo	 ﾠaccounts	 ﾠdiscusses	 ﾠthe	 ﾠGerman	 ﾠeducative	 ﾠor	 ﾠDix’s	 ﾠstrategic-ﾭ‐
self.	 ﾠThe	 ﾠOtto	 ﾠDix	 ﾠStiftung	 ﾠhas	 ﾠproven	 ﾠa	 ﾠvaluable	 ﾠresource	 ﾠin	 ﾠevidencing	 ﾠDix’s	 ﾠ	 ﾠ 114	 ﾠ
early	 ﾠchildhood	 ﾠmemories,	 ﾠin	 ﾠthe	 ﾠMemoirs	 ﾠfor	 ﾠthe	 ﾠCultural	 ﾠOffice	 ﾠ(at	 ﾠthe	 ﾠrequest	 ﾠ
of	 ﾠhis	 ﾠnative	 ﾠGera),	 ﾠin	 ﾠresponse	 ﾠto	 ﾠan	 ﾠexhibition	 ﾠof	 ﾠthe	 ﾠcontemporary	 ﾠart	 ﾠscene	 ﾠin	 ﾠ
1947	 ﾠthe	 ﾠartist	 ﾠwrote	 ﾠ	 ﾠ
	 ﾠ
Ich	 ﾠschrieb	 ﾠIhnen	 ﾠschon	 ﾠneulich	 ﾠdaß	 ﾠich	 ﾠnicht	 ﾠgewillt	 ﾠbin	 ﾠmeine	 ﾠBilder	 ﾠ
“zur	 ﾠ Diskussion	 ﾠ zu	 ﾠ stellen“!	 ﾠ …	 ﾠ Jeder	 ﾠ glaubt	 ﾠ zu	 ﾠ wissen	 ﾠ wie	 ﾠ Kunst	 ﾠ sein	 ﾠ
sollte.	 ﾠDie	 ﾠwenigsten	 ﾠhaben	 ﾠaber	 ﾠden	 ﾠSinn,	 ﾠder	 ﾠzum	 ﾠErleben	 ﾠvon	 ﾠMalerei	 ﾠ
gehört,	 ﾠnämlich	 ﾠden	 ﾠAugensinn.	 ﾠUnd	 ﾠzwar	 ﾠein	 ﾠAugensinn	 ﾠder	 ﾠFarben	 ﾠund	 ﾠ
Formen	 ﾠ als	 ﾠ lebendige	 ﾠ Wirklichkeiten	 ﾠ im	 ﾠ Bilde	 ﾠ sieht	 ﾠ Denn	 ﾠ nicht	 ﾠ die	 ﾠ
Gegenstände	 ﾠ sondern	 ﾠ die	 ﾠ persönliche	 ﾠ Aussage	 ﾠ des	 ﾠ Künstlers	 ﾠ über	 ﾠ die	 ﾠ
Gegenstände	 ﾠ ist	 ﾠ wichtig	 ﾠ im	 ﾠ Bild.	 ﾠ Translated	 ﾠ as;	 ﾠ I	 ﾠ have	 ﾠ previously	 ﾠ
written	 ﾠ to	 ﾠ you	 ﾠ and	 ﾠ told	 ﾠ you	 ﾠ that	 ﾠ I	 ﾠ am	 ﾠ not	 ﾠ willing	 ﾠ to	 ﾠ discuss	 ﾠ my	 ﾠ
paintings	 ﾠ …	 ﾠ Everyone	 ﾠ thinks	 ﾠ they	 ﾠ know	 ﾠ what	 ﾠ art	 ﾠ is.	 ﾠ Few	 ﾠ however,	 ﾠ
know	 ﾠthe	 ﾠmeaning	 ﾠthat	 ﾠis	 ﾠpart	 ﾠof	 ﾠthe	 ﾠexperience	 ﾠof	 ﾠpainting,	 ﾠnamely	 ﾠ
the	 ﾠsense	 ﾠof	 ﾠsight.	 ﾠIndeed	 ﾠa	 ﾠsense	 ﾠof	 ﾠsight	 ﾠof	 ﾠthe	 ﾠcolours	 ﾠand	 ﾠshapes	 ﾠin	 ﾠ
the	 ﾠpaintings	 ﾠas	 ﾠliving	 ﾠrealities,	 ﾠit	 ﾠis	 ﾠthe	 ﾠobject	 ﾠand	 ﾠnot	 ﾠthat	 ﾠwhich	 ﾠis	 ﾠ
personal	 ﾠto	 ﾠthe	 ﾠartist	 ﾠabout	 ﾠthe	 ﾠobject	 ﾠthat	 ﾠis	 ﾠimportant	 ﾠin	 ﾠthe	 ﾠimage.	 ﾠ
(Gera	 ﾠCity	 ﾠMuseums,	 ﾠ1947).	 ﾠ	 ﾠ
	 ﾠ
For	 ﾠ a	 ﾠ solo	 ﾠ exhibition	 ﾠ celebrating	 ﾠ his	 ﾠ seventy-ﾭ‐fifth	 ﾠ birthday,	 ﾠ he	 ﾠ wrote	 ﾠ about	 ﾠ
seventy	 ﾠyears	 ﾠof	 ﾠhis	 ﾠlife.	 ﾠHe	 ﾠbegins	 ﾠwith	 ﾠa	 ﾠvery	 ﾠinformative	 ﾠsentence,	 ﾠstating	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
Es	 ﾠ ist	 ﾠ schwierig	 ﾠ für	 ﾠ mich,	 ﾠ nach	 ﾠ 70	 ﾠ Jahren	 ﾠ noch	 ﾠ Vergangenes	 ﾠ zu	 ﾠ
beschreiben,	 ﾠ auch	 ﾠ habe	 ﾠ ich	 ﾠ eigentlich	 ﾠ das	 ﾠ Gefühl,	 ﾠ daß	 ﾠ es	 ﾠ niemand	 ﾠ
interessiert	 ﾠ und	 ﾠ daß	 ﾠ alles	 ﾠ zu	 ﾠ prätentiös	 ﾠ aussieht.	 ﾠ Translated	 ﾠ as;	 ﾠ it	 ﾠ is	 ﾠ
difficult	 ﾠfor	 ﾠme	 ﾠto	 ﾠdescribe	 ﾠthe	 ﾠpast	 ﾠseventy	 ﾠyears,	 ﾠI’ve	 ﾠfelt	 ﾠthat	 ﾠno	 ﾠone	 ﾠ
is	 ﾠ interested	 ﾠ and	 ﾠ that	 ﾠ everything	 ﾠ looks	 ﾠ too	 ﾠ pretentious)	 ﾠ (Gera	 ﾠ City	 ﾠ
Museums,	 ﾠ1966).	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠis	 ﾠquite	 ﾠclear	 ﾠthat	 ﾠDix	 ﾠis	 ﾠreferring	 ﾠto	 ﾠwhat	 ﾠhe	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠthe	 ﾠstate	 ﾠof	 ﾠthe	 ﾠ
contemporary	 ﾠ art	 ﾠ scene	 ﾠ in	 ﾠ 1966.	 ﾠ This	 ﾠ would	 ﾠ have	 ﾠ included	 ﾠ conceptual,	 ﾠ new	 ﾠ
realism	 ﾠand	 ﾠperfomative	 ﾠart.	 ﾠThe	 ﾠavant-ﾭ‐garde	 ﾠat	 ﾠthis	 ﾠtime	 ﾠsought	 ﾠto	 ﾠquestion	 ﾠthe	 ﾠ
notion	 ﾠof	 ﾠart	 ﾠbeing	 ﾠstatic	 ﾠand	 ﾠthus	 ﾠmuch	 ﾠof	 ﾠthe	 ﾠart	 ﾠat	 ﾠthe	 ﾠtime	 ﾠpromoted	 ﾠaudience	 ﾠ	 ﾠ 115	 ﾠ
participation	 ﾠ–	 ﾠcontemporary	 ﾠart	 ﾠis	 ﾠalso	 ﾠa	 ﾠgood	 ﾠexample	 ﾠof	 ﾠthis.	 ﾠThus,	 ﾠit	 ﾠwould	 ﾠ
not	 ﾠhave	 ﾠbeen	 ﾠunusual	 ﾠfor	 ﾠsomeone	 ﾠwith	 ﾠDix’s	 ﾠstature	 ﾠand	 ﾠlife	 ﾠexperience	 ﾠtaking	 ﾠ
into	 ﾠaccount	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠhe	 ﾠhad	 ﾠsurvived	 ﾠtwo	 ﾠworld	 ﾠwars	 ﾠand	 ﾠlived	 ﾠthrough	 ﾠ
various	 ﾠacademic,	 ﾠartistic,	 ﾠcultural,	 ﾠeconomic,	 ﾠpolitical	 ﾠand	 ﾠsocial	 ﾠrevolutions	 ﾠto	 ﾠ
feel	 ﾠ discontent.	 ﾠ These	 ﾠ latter	 ﾠ terms	 ﾠ are	 ﾠ used	 ﾠ to	 ﾠ represent	 ﾠ the	 ﾠ various	 ﾠ art	 ﾠ
movements	 ﾠfor	 ﾠinstance	 ﾠimpressionism,	 ﾠVerism	 ﾠand	 ﾠFauvism,	 ﾠthe	 ﾠworld	 ﾠwars,	 ﾠ
poverty,	 ﾠ the	 ﾠ move	 ﾠ towards	 ﾠ Nazism	 ﾠ and	 ﾠ for	 ﾠ Dix,	 ﾠ the	 ﾠ prevention	 ﾠ of	 ﾠ art	 ﾠ being	 ﾠ
destroyed	 ﾠby	 ﾠshifts	 ﾠin	 ﾠcontemporary	 ﾠculture	 ﾠand	 ﾠmood.	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠearly	 ﾠthoughts	 ﾠabout	 ﾠhis	 ﾠown	 ﾠart	 ﾠand	 ﾠsocial	 ﾠposition	 ﾠare	 ﾠevidenced	 ﾠin	 ﾠhis	 ﾠ
letter	 ﾠto	 ﾠKurt	 ﾠGünther	 ﾠ(circa	 ﾠ1912)	 ﾠwhere	 ﾠhe	 ﾠstates	 ﾠ
	 ﾠ
Lieber	 ﾠGünther!	 ﾠ…	 ﾠDa	 ﾠRichter	 ﾠScheiße	 ﾠin	 ﾠden	 ﾠHosen	 ﾠhat	 ﾠund	 ﾠmich	 ﾠnicht	 ﾠ
ausstellen	 ﾠ will,	 ﾠ da	 ﾠ überhaupt	 ﾠ kein	 ﾠ Kunsthändler	 ﾠ in	 ﾠ Dresden	 ﾠ Mut	 ﾠ hat,	 ﾠ
mich	 ﾠ auszustellen	 ﾠ ...	 ﾠ Ich	 ﾠ bin	 ﾠ auch	 ﾠ nicht	 ﾠ mehr	 ﾠ allzu	 ﾠ scharf	 ﾠ drauf,	 ﾠ als	 ﾠ
Dresdner	 ﾠ Spießer-ﾭ‐schreck	 ﾠ aufzutreten.	 ﾠ Meine	 ﾠ Bilder	 ﾠ existieren	 ﾠ und	 ﾠ
werden	 ﾠ wahrscheinlich	 ﾠ bis	 ﾠ auf	 ﾠ weiteres	 ﾠ das	 ﾠ böse	 ﾠ Gewissen	 ﾠ aller	 ﾠ
Kunsthändler,	 ﾠÄsteten,	 ﾠExpressionisten	 ﾠ...	 ﾠBei	 ﾠdem	 ﾠKünstlerfest	 ﾠwar	 ﾠich	 ﾠ
nicht,	 ﾠich	 ﾠbin	 ﾠfroh,	 ﾠwenn	 ﾠich	 ﾠvon	 ﾠdiesen	 ﾠBanausen	 ﾠnichts	 ﾠsehe.	 ﾠ–	 ﾠIch	 ﾠhabe	 ﾠ
einstweilen	 ﾠwieder	 ﾠneue	 ﾠSachen	 ﾠgemacht	 ﾠ...	 ﾠIch	 ﾠrate	 ﾠIhnen,	 ﾠnicht	 ﾠnach	 ﾠ
Leipzig	 ﾠ...	 ﾠIhr	 ﾠFreund	 ﾠDressler	 ﾠhat	 ﾠmir	 ﾠRadierungen	 ﾠgeschickt.	 ﾠIch	 ﾠhabe	 ﾠ
sie	 ﾠ der	 ﾠ Sezession	 ﾠ vorgelegt,	 ﾠ aber	 ﾠ man	 ﾠ fand	 ﾠ die	 ﾠ Sachen	 ﾠ nicht	 ﾠ radikal	 ﾠ
genug	 ﾠ…	 ﾠBesten	 ﾠGruß	 ﾠDix.	 ﾠTranslated	 ﾠas;	 ﾠLieber	 ﾠGünther!	 ﾠFinally	 ﾠa	 ﾠletter	 ﾠ
from	 ﾠyou!	 ﾠA	 ﾠjudge	 ﾠhas	 ﾠshit	 ﾠhis	 ﾠpants	 ﾠand	 ﾠthe	 ﾠshow	 ﾠdoes	 ﾠnot	 ﾠwant	 ﾠme	 ﾠ
there	 ﾠat	 ﾠall,	 ﾠthere	 ﾠis	 ﾠnot	 ﾠone	 ﾠart	 ﾠdealer	 ﾠin	 ﾠDresden	 ﾠwho	 ﾠhas	 ﾠthe	 ﾠcourage	 ﾠ
to	 ﾠexhibit	 ﾠmy	 ﾠwork	 ﾠ...	 ﾠI'm	 ﾠnot	 ﾠtoo	 ﾠkeen	 ﾠon	 ﾠacting	 ﾠon	 ﾠit	 ﾠas	 ﾠthe	 ﾠDresden	 ﾠ
bourgeoisie	 ﾠare	 ﾠterrifying.	 ﾠMy	 ﾠimages	 ﾠexist	 ﾠand	 ﾠare	 ﾠlikely	 ﾠto	 ﾠbe	 ﾠuntil	 ﾠ
further	 ﾠnotice,	 ﾠthe	 ﾠbad	 ﾠconscience	 ﾠof	 ﾠall	 ﾠart	 ﾠdealers,	 ﾠaesthetical	 ﾠvalues,	 ﾠ
and	 ﾠother	 ﾠExpressionists	 ﾠ…	 ﾠI'm	 ﾠhappy	 ﾠif	 ﾠI	 ﾠdo	 ﾠnot	 ﾠsee	 ﾠanything	 ﾠfrom	 ﾠ
these	 ﾠphilistines.	 ﾠI	 ﾠhave	 ﾠtemporarily	 ﾠre-ﾭ‐done	 ﾠnew	 ﾠthings	 ﾠfor	 ﾠthe	 ﾠfaint	 ﾠof	 ﾠ
heart	 ﾠ…	 ﾠI	 ﾠadvise	 ﾠyou	 ﾠnot	 ﾠto	 ﾠgo	 ﾠto	 ﾠLeipzig	 ﾠ...	 ﾠYour	 ﾠfriend	 ﾠhas	 ﾠsent	 ﾠme	 ﾠ
Dressler	 ﾠetchings.	 ﾠI	 ﾠhave	 ﾠsubmitted	 ﾠto	 ﾠthe	 ﾠsecession,	 ﾠbut	 ﾠthey	 ﾠfound	 ﾠ	 ﾠ 116	 ﾠ
the	 ﾠstuff	 ﾠis	 ﾠnot	 ﾠradical	 ﾠenough	 ﾠ…	 ﾠBest	 ﾠregards	 ﾠDix)	 ﾠ(Schmidt	 ﾠ1981,	 ﾠ
p.201).	 ﾠ	 ﾠ
	 ﾠ	 ﾠ
Such	 ﾠ evidence	 ﾠ begins	 ﾠ to	 ﾠ highlight	 ﾠ the	 ﾠ influential	 ﾠ factors	 ﾠ bearing	 ﾠ on	 ﾠ him	 ﾠ and	 ﾠ
ultimately	 ﾠhis	 ﾠeducational	 ﾠtrajectory.	 ﾠIt	 ﾠis	 ﾠissues	 ﾠsuch	 ﾠas	 ﾠthese	 ﾠthat	 ﾠare	 ﾠexplored	 ﾠ
by	 ﾠthe	 ﾠdiscussion	 ﾠin	 ﾠthe	 ﾠfollowing	 ﾠchapters.	 ﾠ	 ﾠ
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CHAPTER	 ﾠ5	 ﾠ
BIOGRAPHY	 ﾠOF	 ﾠWILHELM	 ﾠHEINRICH	 ﾠOTTO	 ﾠDIX	 ﾠ	 ﾠ
	 ﾠ
5.1	 ﾠIntroduction	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠ chapter	 ﾠ presents	 ﾠ Dix’s	 ﾠ life	 ﾠ during	 ﾠ the	 ﾠ period	 ﾠ 1890	 ﾠ –	 ﾠ 1918;	 ﾠ this	 ﾠ period	 ﾠ
includes	 ﾠthe	 ﾠartist’s	 ﾠbirth	 ﾠand	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar.	 ﾠ	 ﾠ
	 ﾠ
5.2	 ﾠChildhood	 ﾠand	 ﾠFormative	 ﾠYears	 ﾠ(1890	 ﾠ–	 ﾠ1914)	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Otto	 ﾠDix	 ﾠwas	 ﾠborn	 ﾠWilhelm	 ﾠHeinrich	 ﾠOtto	 ﾠDix	 ﾠin	 ﾠ1891	 ﾠin	 ﾠUntermhaus	 ﾠa	 ﾠvillage	 ﾠ
near	 ﾠGera	 ﾠin	 ﾠGermany,	 ﾠhe	 ﾠdied	 ﾠin	 ﾠSingen	 ﾠ(Germany)	 ﾠin	 ﾠ1969	 ﾠafter	 ﾠhaving	 ﾠsuffered	 ﾠ
a	 ﾠstroke.	 ﾠDix	 ﾠwas	 ﾠthe	 ﾠsecond	 ﾠof	 ﾠsix	 ﾠchildren.	 ﾠThe	 ﾠartist’s	 ﾠother	 ﾠsiblings	 ﾠwere	 ﾠborn	 ﾠ
after	 ﾠhim	 ﾠand	 ﾠall	 ﾠoutlived	 ﾠhim,	 ﾠthey	 ﾠare	 ﾠknown	 ﾠas	 ﾠToni	 ﾠ(1893	 ﾠ–	 ﾠ1984),	 ﾠFritz	 ﾠ
(1896	 ﾠ–	 ﾠ1976)	 ﾠand	 ﾠHedwig	 ﾠ(1898	 ﾠ–	 ﾠ1980).	 ﾠHis	 ﾠeldest	 ﾠbrother	 ﾠFritz	 ﾠdied	 ﾠin	 ﾠ1890	 ﾠ
and	 ﾠhis	 ﾠsister	 ﾠElisa	 ﾠdied	 ﾠshortly	 ﾠafter	 ﾠher	 ﾠbirth	 ﾠin	 ﾠ1899	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.17).	 ﾠ	 ﾠ
	 ﾠ
At	 ﾠ the	 ﾠ time	 ﾠ the	 ﾠ artist	 ﾠ was	 ﾠ born	 ﾠ his	 ﾠ parents	 ﾠ were	 ﾠ residing	 ﾠ in	 ﾠ the	 ﾠ modest	 ﾠ
accommodation	 ﾠof	 ﾠa	 ﾠworking	 ﾠhouse	 ﾠwhich	 ﾠhoused	 ﾠseveral	 ﾠfamilies,	 ﾠthe	 ﾠhouse	 ﾠis	 ﾠ
now	 ﾠa	 ﾠmuseum	 ﾠdedicated	 ﾠto	 ﾠOtto	 ﾠDix.	 ﾠShortly	 ﾠafter	 ﾠhis	 ﾠbirth	 ﾠthe	 ﾠDix	 ﾠfamily	 ﾠmoved	 ﾠ
into	 ﾠa	 ﾠnumber	 ﾠof	 ﾠother	 ﾠlodgings	 ﾠand	 ﾠfinally	 ﾠsettled	 ﾠin	 ﾠa	 ﾠpurpose	 ﾠbuilt	 ﾠhome	 ﾠon	 ﾠ
land	 ﾠacquired	 ﾠby	 ﾠthe	 ﾠartist’s	 ﾠfather	 ﾠon	 ﾠthe	 ﾠfringe	 ﾠof	 ﾠUntermhaus.	 ﾠHis	 ﾠfather,	 ﾠErnst	 ﾠ
Franz	 ﾠDix	 ﾠwas	 ﾠan	 ﾠiron	 ﾠfoundry	 ﾠworker	 ﾠearning	 ﾠmore	 ﾠthan	 ﾠthe	 ﾠaverage	 ﾠwage	 ﾠat	 ﾠ
the	 ﾠtime,	 ﾠhe	 ﾠreceived	 ﾠsignificant	 ﾠpay	 ﾠincreases	 ﾠduring	 ﾠthe	 ﾠearly	 ﾠ1900’s	 ﾠ(Bröhan	 ﾠ
2007,	 ﾠ p.11)	 ﾠ and	 ﾠ was	 ﾠ a	 ﾠ politically	 ﾠ active	 ﾠ social	 ﾠ democrat.	 ﾠ Otto	 ﾠ Dix’s	 ﾠ mother	 ﾠ
Pauline	 ﾠLouise	 ﾠDix	 ﾠ(Amann	 ﾠbefore	 ﾠmarriage)	 ﾠwas	 ﾠa	 ﾠseamstress	 ﾠand	 ﾠretired	 ﾠpoet	 ﾠ
with	 ﾠa	 ﾠlove	 ﾠfor	 ﾠmusic,	 ﾠalthough	 ﾠduring	 ﾠDix’s	 ﾠearly	 ﾠchildhood	 ﾠshe	 ﾠalso	 ﾠworked	 ﾠin	 ﾠa	 ﾠ
porcelain	 ﾠ factory	 ﾠ leaving	 ﾠ the	 ﾠ artist	 ﾠ with	 ﾠ a	 ﾠ babysitter	 ﾠ whom	 ﾠ he	 ﾠ later	 ﾠ felt	 ﾠ first	 ﾠ
exposed	 ﾠhim	 ﾠto	 ﾠthe	 ﾠwonder	 ﾠof	 ﾠwomen.	 ﾠDix	 ﾠwas	 ﾠa	 ﾠsickly	 ﾠchild	 ﾠoften	 ﾠsuffering	 ﾠfrom	 ﾠ
bouts	 ﾠof	 ﾠpneumonia,	 ﾠfever	 ﾠand	 ﾠa	 ﾠrecurring	 ﾠdream	 ﾠin	 ﾠwhich	 ﾠhe	 ﾠescaped	 ﾠthe	 ﾠscythe	 ﾠ
of	 ﾠ two	 ﾠ farmers	 ﾠ harvesting	 ﾠ their	 ﾠ corn	 ﾠ by	 ﾠ keeping	 ﾠ ahead	 ﾠ of	 ﾠ them	 ﾠ (Gera	 ﾠ City	 ﾠ
Museums,	 ﾠ1966).	 ﾠThe	 ﾠartist	 ﾠwrote	 ﾠa	 ﾠdescription	 ﾠof	 ﾠhis	 ﾠparents	 ﾠin	 ﾠwhat	 ﾠhas	 ﾠbeen	 ﾠ
described	 ﾠas	 ﾠa	 ﾠself-ﾭ‐deprecating	 ﾠcurriculum	 ﾠvitae.	 ﾠThe	 ﾠdocument,	 ﾠthe	 ﾠleaves	 ﾠof	 ﾠ	 ﾠ 118	 ﾠ
which	 ﾠ are	 ﾠ now	 ﾠ privately	 ﾠ owned,	 ﾠ was	 ﾠ written	 ﾠ for	 ﾠ an	 ﾠ unknown	 ﾠ recipient	 ﾠ circa	 ﾠ
1924,	 ﾠin	 ﾠthe	 ﾠfollowing	 ﾠterms	 ﾠ
	 ﾠ
Mein	 ﾠ Vater	 ﾠ ist	 ﾠ Eisengießer	 ﾠ ...	 ﾠ Daß	 ﾠ meine	 ﾠ Mutter	 ﾠ sehr	 ﾠ genial	 ﾠ and	 ﾠ
fantasievoll	 ﾠ ist,	 ﾠ beweist	 ﾠ die	 ﾠ Tatsache,	 ﾠ daß	 ﾠ sie	 ﾠ neulich	 ﾠ einen	 ﾠ Kuchen	 ﾠ
anstatt	 ﾠaus	 ﾠMehl	 ﾠaus	 ﾠBleiweiß	 ﾠgebacken	 ﾠhat,	 ﾠwovon	 ﾠdann	 ﾠmeine	 ﾠEltern	 ﾠ
einige	 ﾠTage	 ﾠKolik	 ﾠhatten.	 ﾠMy	 ﾠfather	 ﾠis	 ﾠan	 ﾠiron-ﾭ‐founder	 ﾠ…	 ﾠ[the	 ﾠfact]	 ﾠthat	 ﾠ
my	 ﾠ mother	 ﾠ is	 ﾠ ingenious	 ﾠ and	 ﾠ imaginative	 ﾠ is	 ﾠ proven	 ﾠ by	 ﾠ the	 ﾠ fact	 ﾠ she	 ﾠ
baked	 ﾠa	 ﾠcake	 ﾠfrom	 ﾠflour	 ﾠinstead	 ﾠof	 ﾠwhite	 ﾠlead,	 ﾠ[which	 ﾠstill	 ﾠresulted	 ﾠin	 ﾠ
us]	 ﾠhaving	 ﾠcolic	 ﾠfor	 ﾠa	 ﾠfew	 ﾠdays	 ﾠ(Lorenz	 ﾠ2000,	 ﾠp.16).	 ﾠ	 ﾠ
	 ﾠ
Gutbrod	 ﾠ(2010,	 ﾠp.17)	 ﾠargues	 ﾠthat	 ﾠbecause	 ﾠof	 ﾠthe	 ﾠsocial	 ﾠenvironment,	 ﾠand	 ﾠthis	 ﾠis	 ﾠ
given	 ﾠa	 ﾠbroad	 ﾠdefinition,	 ﾠin	 ﾠwhich	 ﾠDix	 ﾠgrew	 ﾠup	 ﾠthe	 ﾠartist	 ﾠhad	 ﾠfirst-ﾭ‐hand	 ﾠexposure	 ﾠ
to	 ﾠthe	 ﾠcontemporary	 ﾠissues	 ﾠin	 ﾠthe	 ﾠclass	 ﾠstruggle	 ﾠand	 ﾠworker	 ﾠsolidarity.	 ﾠ	 ﾠ
	 ﾠ
However,	 ﾠthere	 ﾠis	 ﾠa	 ﾠdistinct	 ﾠlack	 ﾠof	 ﾠdirect	 ﾠevidence	 ﾠrelating	 ﾠto	 ﾠsuch	 ﾠexposure,	 ﾠDix	 ﾠ
himself	 ﾠnever	 ﾠspoke	 ﾠof	 ﾠthis	 ﾠinfluence.	 ﾠAlthough	 ﾠDix’s	 ﾠlater	 ﾠartworks	 ﾠcan	 ﾠbe	 ﾠsaid	 ﾠ
to	 ﾠ be	 ﾠ revelatory	 ﾠ in	 ﾠ this	 ﾠ respect,	 ﾠ the	 ﾠ circumstantial	 ﾠ evidence	 ﾠ that	 ﾠ does	 ﾠ exist	 ﾠ
cannot	 ﾠwithout	 ﾠdirect	 ﾠcorroboration	 ﾠsubstantiate	 ﾠthis,	 ﾠfor	 ﾠinstance	 ﾠsuch	 ﾠevidence	 ﾠ
would	 ﾠinclude	 ﾠthe	 ﾠsocial	 ﾠand	 ﾠpolitical	 ﾠactivity	 ﾠof	 ﾠhis	 ﾠfather	 ﾠErnst.	 ﾠWhilst	 ﾠit	 ﾠis	 ﾠ
accepted	 ﾠ that	 ﾠ both	 ﾠ parents	 ﾠ contributed	 ﾠ to	 ﾠ Dix’s	 ﾠ cultural,	 ﾠ social	 ﾠ and	 ﾠ political	 ﾠ
dispositions	 ﾠand	 ﾠhis	 ﾠstrategic-ﾭ‐self	 ﾠ(or	 ﾠin	 ﾠBourdieusian	 ﾠterms	 ﾠhis	 ﾠconatus,	 ﾠdoxa	 ﾠ
and	 ﾠtherefore	 ﾠhis	 ﾠhabitus)	 ﾠit	 ﾠis	 ﾠpostulated	 ﾠin	 ﾠthis	 ﾠstudy,	 ﾠcontrary	 ﾠto	 ﾠthe	 ﾠliterature	 ﾠ
on	 ﾠthe	 ﾠinfluences	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠand	 ﾠcreative-ﾭ‐being,	 ﾠthat	 ﾠhis	 ﾠmother	 ﾠPauline	 ﾠcan	 ﾠbe	 ﾠ
attributed	 ﾠ to	 ﾠ have	 ﾠ perhaps	 ﾠ had	 ﾠ a	 ﾠ greater	 ﾠ impact	 ﾠ on	 ﾠ the	 ﾠ artist’s	 ﾠ cultural	 ﾠ and	 ﾠ
creative-ﾭ‐self	 ﾠ than	 ﾠ his	 ﾠ father	 ﾠ Ernst	 ﾠ because	 ﾠ of	 ﾠ her	 ﾠ own	 ﾠ pursuits	 ﾠ (poetry	 ﾠ and	 ﾠ
spirituality)	 ﾠand	 ﾠfamily	 ﾠties	 ﾠwhich	 ﾠare	 ﾠdiscussed	 ﾠlater.	 ﾠFurther	 ﾠinsight	 ﾠcan	 ﾠbe	 ﾠlent	 ﾠ
to	 ﾠ Otto	 ﾠ Dix’s	 ﾠ strategic-ﾭ‐self	 ﾠ by	 ﾠ setting	 ﾠ it	 ﾠ in	 ﾠ his	 ﾠ cultural,	 ﾠ social	 ﾠ and	 ﾠ political	 ﾠ
experiences.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Both	 ﾠLöffler	 ﾠ(1960)	 ﾠand	 ﾠGutbrod	 ﾠ(2010)	 ﾠshy	 ﾠaway	 ﾠfrom	 ﾠdiscussing	 ﾠhow	 ﾠfar	 ﾠthe	 ﾠ
artist’s	 ﾠparents	 ﾠinfluenced	 ﾠthe	 ﾠmilieu	 ﾠin	 ﾠwhich	 ﾠDix	 ﾠlater	 ﾠfound	 ﾠhimself	 ﾠlocated,	 ﾠ
neither	 ﾠ do	 ﾠ they	 ﾠ discuss	 ﾠ the	 ﾠ effect	 ﾠ this	 ﾠ had	 ﾠ on	 ﾠ the	 ﾠ strategic	 ﾠ choices	 ﾠ he	 ﾠ	 ﾠ 119	 ﾠ
subsequently	 ﾠmade	 ﾠand	 ﾠtherefore	 ﾠhis	 ﾠlearning.	 ﾠLöffler	 ﾠ(1960,	 ﾠp.7)	 ﾠsuggests	 ﾠthat	 ﾠ
Dix’s	 ﾠfather	 ﾠwas	 ﾠthe	 ﾠdominant	 ﾠinspiration	 ﾠin	 ﾠthe	 ﾠartist’s	 ﾠlife.	 ﾠThe	 ﾠeffect	 ﾠof	 ﾠthis	 ﾠis	 ﾠto	 ﾠ
marginalise,	 ﾠamongst	 ﾠother	 ﾠthings,	 ﾠthe	 ﾠcreativity	 ﾠPauline	 ﾠbrought	 ﾠinto	 ﾠDix’s	 ﾠlife.	 ﾠ
Gutbrod	 ﾠ(2010,	 ﾠp.19)	 ﾠtouches	 ﾠon	 ﾠthis,	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠDix’s	 ﾠcousin	 ﾠ(from	 ﾠthe	 ﾠartist’s	 ﾠ
mothers	 ﾠside	 ﾠof	 ﾠthe	 ﾠfamily)	 ﾠand	 ﾠpainter	 ﾠFritz	 ﾠAmann	 ﾠintroduced	 ﾠthe	 ﾠartist	 ﾠto	 ﾠart;	 ﾠ
Dix	 ﾠposed	 ﾠas	 ﾠa	 ﾠmodel	 ﾠfor	 ﾠhim	 ﾠand	 ﾠthe	 ﾠartist	 ﾠrecalls	 ﾠthe	 ﾠcreative	 ﾠatmosphere.	 ﾠ
Amann,	 ﾠ from	 ﾠ Naumberg,	 ﾠ trained	 ﾠ in	 ﾠ the	 ﾠ academies	 ﾠ of	 ﾠ Weimar	 ﾠ and	 ﾠ Munich	 ﾠ
instilling	 ﾠin	 ﾠDix,	 ﾠand	 ﾠsetting	 ﾠhim	 ﾠon	 ﾠthe	 ﾠroad	 ﾠin	 ﾠpursuit	 ﾠof	 ﾠtechnical	 ﾠperfection	 ﾠ
(Gutbrod	 ﾠ2010,	 ﾠp.19).	 ﾠThis	 ﾠis	 ﾠthe	 ﾠearliest	 ﾠrecorded	 ﾠdirect	 ﾠexposure	 ﾠto	 ﾠart	 ﾠas	 ﾠa	 ﾠ
professional	 ﾠ discipline	 ﾠ that	 ﾠ the	 ﾠ artist	 ﾠ recalls	 ﾠ to	 ﾠ have	 ﾠ experienced.	 ﾠ This	 ﾠ early	 ﾠ
childhood	 ﾠexperience	 ﾠinspired	 ﾠDix.	 ﾠIt	 ﾠis	 ﾠplausible	 ﾠthat	 ﾠthis	 ﾠexperience	 ﾠled	 ﾠhim	 ﾠto	 ﾠ
entertain	 ﾠ the	 ﾠ possibility	 ﾠ of	 ﾠ pursuing	 ﾠ a	 ﾠ creative	 ﾠ career,	 ﾠ something	 ﾠ that	 ﾠ an	 ﾠ
individual	 ﾠ from	 ﾠ his	 ﾠ proletarian	 ﾠ or	 ﾠ working	 ﾠ class	 ﾠ background	 ﾠ would	 ﾠ not	 ﾠ
necessarily	 ﾠhave	 ﾠconsidered	 ﾠas	 ﾠviable	 ﾠ–	 ﾠas	 ﾠthe	 ﾠdiscussion	 ﾠlater	 ﾠreveals.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠterms	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠat	 ﾠthe	 ﾠtime,	 ﾠthis	 ﾠperiod	 ﾠof	 ﾠGerman	 ﾠhistory	 ﾠheralded	 ﾠthe	 ﾠ
Wilhelmine	 ﾠera,	 ﾠstill	 ﾠa	 ﾠpolitically	 ﾠturbulent	 ﾠenvironment	 ﾠhowever	 ﾠeconomically	 ﾠ
far	 ﾠ better	 ﾠ than	 ﾠ that	 ﾠ which	 ﾠ was	 ﾠ due	 ﾠ to	 ﾠ come	 ﾠ in	 ﾠ later	 ﾠ years.	 ﾠ Art	 ﾠ prospered	 ﾠ in	 ﾠ
Wilhelmine	 ﾠGermany	 ﾠbecause	 ﾠof	 ﾠits	 ﾠpositive	 ﾠrelationship	 ﾠwith	 ﾠthe	 ﾠstate,	 ﾠstylistic	 ﾠ
changes	 ﾠand	 ﾠsubject	 ﾠmatter	 ﾠall	 ﾠof	 ﾠwhich	 ﾠpossessed	 ﾠa	 ﾠlogic	 ﾠand	 ﾠdynamic	 ﾠof	 ﾠtheir	 ﾠ
own	 ﾠcontinuing	 ﾠto	 ﾠenjoy	 ﾠindependence	 ﾠfrom	 ﾠofficial	 ﾠand	 ﾠideological	 ﾠpressures	 ﾠ–	 ﾠ
unlike	 ﾠother	 ﾠtotalitarian	 ﾠregimes.	 ﾠThis	 ﾠis	 ﾠclear	 ﾠfrom	 ﾠthe	 ﾠliterature	 ﾠavailable	 ﾠthat	 ﾠ
highlights	 ﾠthe	 ﾠimportant	 ﾠrole	 ﾠplayed	 ﾠby	 ﾠthe	 ﾠPrussian	 ﾠArt	 ﾠCommission,	 ﾠconsisting	 ﾠ
of	 ﾠ artists,	 ﾠ museum	 ﾠ officials	 ﾠ and	 ﾠ government	 ﾠ representatives	 ﾠ in	 ﾠ deciding	 ﾠ
expenditure	 ﾠfor	 ﾠstate	 ﾠfunds	 ﾠon	 ﾠfine	 ﾠarts,	 ﾠand	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠWilhelm	 ﾠII	 ﾠ(after	 ﾠ1888)	 ﾠ
was	 ﾠpersonally	 ﾠinvolved	 ﾠin	 ﾠthe	 ﾠpurchase	 ﾠof	 ﾠart	 ﾠfor	 ﾠthe	 ﾠNational	 ﾠGallery	 ﾠ(Berlin)	 ﾠ
(see	 ﾠgenerally	 ﾠKaes	 ﾠ1995;	 ﾠLenman	 ﾠ1989,	 ﾠp.109-ﾭ‐140).	 ﾠArt	 ﾠ(and	 ﾠartists)	 ﾠformed	 ﾠan	 ﾠ
integrative	 ﾠpart	 ﾠof	 ﾠthe	 ﾠcreative	 ﾠand	 ﾠemotional	 ﾠlife	 ﾠof	 ﾠGerman	 ﾠsociety.	 ﾠThe	 ﾠfact	 ﾠ
that	 ﾠart	 ﾠwas	 ﾠso	 ﾠimportant	 ﾠin	 ﾠGermany	 ﾠillustrates	 ﾠits	 ﾠeducative	 ﾠvalue	 ﾠto	 ﾠGerman	 ﾠ
citizens;	 ﾠperhaps	 ﾠit	 ﾠcan	 ﾠalso	 ﾠserve	 ﾠas	 ﾠan	 ﾠexample	 ﾠof	 ﾠthe	 ﾠGerman	 ﾠfocus	 ﾠon	 ﾠholistic	 ﾠ
education	 ﾠ(bildung).	 ﾠ	 ﾠ	 ﾠ	 ﾠ
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From	 ﾠa	 ﾠreligious	 ﾠor	 ﾠspiritual	 ﾠperspective	 ﾠDix	 ﾠalong	 ﾠwith	 ﾠhis	 ﾠfriends	 ﾠKurt	 ﾠLohse	 ﾠ
and	 ﾠOtto	 ﾠBaumgärtel	 ﾠand	 ﾠthe	 ﾠwell-ﾭ‐known	 ﾠabstract	 ﾠSwiss	 ﾠartist	 ﾠJohannes	 ﾠItten	 ﾠ
(1888	 ﾠ –	 ﾠ 1967)	 ﾠ (in	 ﾠ relation	 ﾠ to	 ﾠ the	 ﾠ latter	 ﾠ see	 ﾠ Rowland	 ﾠ 2011)	 ﾠ followed	 ﾠ the	 ﾠ
teachings	 ﾠof	 ﾠMazdaznan.	 ﾠThis	 ﾠwas	 ﾠreligious	 ﾠhealth	 ﾠmovement	 ﾠthat	 ﾠcombined	 ﾠthe	 ﾠ
teachings	 ﾠof	 ﾠmany	 ﾠreligions;	 ﾠit	 ﾠadvocated	 ﾠthe	 ﾠpractise	 ﾠmeditation	 ﾠand	 ﾠbreathing	 ﾠ
exercises	 ﾠwhilst	 ﾠstrictly	 ﾠavoiding	 ﾠmeat	 ﾠand	 ﾠalcohol	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.27).	 ﾠThe	 ﾠ
latter	 ﾠis	 ﾠalso	 ﾠconfirmed	 ﾠand	 ﾠlater	 ﾠdefended	 ﾠby	 ﾠDix	 ﾠin	 ﾠa	 ﾠletter	 ﾠthe	 ﾠartist	 ﾠwrote	 ﾠcirca	 ﾠ
1911	 ﾠto	 ﾠhis	 ﾠfriend	 ﾠHans	 ﾠBretschneider	 ﾠwhere	 ﾠhe	 ﾠstated:	 ﾠ	 ﾠ
	 ﾠ
Lieber	 ﾠHans!	 ﾠ…	 ﾠIch	 ﾠpflege	 ﾠjetzt	 ﾠmeinen	 ﾠKörper	 ﾠmehr	 ﾠals	 ﾠsonst,	 ﾠweil	 ﾠich	 ﾠin	 ﾠ
einem	 ﾠgesunden	 ﾠKörper	 ﾠden	 ﾠTräger	 ﾠeines	 ﾠgesunden	 ﾠWissens	 ﾠsehe	 ﾠ…	 ﾠIch	 ﾠ
bin	 ﾠ Vegetarier,	 ﾠ wenn	 ﾠ auch	 ﾠ noch	 ﾠ nicht	 ﾠ ganz	 ﾠ rein.	 ﾠ Auch	 ﾠ genieße	 ﾠ ich	 ﾠ
kein[en]	 ﾠ Alkohol.	 ﾠ Nur	 ﾠ das	 ﾠ Rauchen	 ﾠ muß	 ﾠ ich	 ﾠ mir	 ﾠ noch	 ﾠ abgewöhnen.	 ﾠ
Translated	 ﾠas;	 ﾠDear	 ﾠHans!	 ﾠ…	 ﾠI	 ﾠcare	 ﾠfor	 ﾠmy	 ﾠbody	 ﾠnow	 ﾠmore	 ﾠthan	 ﾠusual,	 ﾠ
because	 ﾠI	 ﾠhave	 ﾠa	 ﾠhealthy	 ﾠbody	 ﾠ[which	 ﾠsupports]	 ﾠhealthy	 ﾠknowledge	 ﾠ…	 ﾠI	 ﾠ
am	 ﾠa	 ﾠvegetarian;	 ﾠthough	 ﾠnot	 ﾠquite	 ﾠpure	 ﾠ[as]	 ﾠI	 ﾠenjoy	 ﾠalcohol.	 ﾠI	 ﾠam	 ﾠstill	 ﾠto	 ﾠ
wean	 ﾠmyself	 ﾠoff	 ﾠsmoking	 ﾠ(Lorenz	 ﾠ2000,	 ﾠp.267).	 ﾠ	 ﾠ
	 ﾠ
Johannes	 ﾠItten	 ﾠwas	 ﾠvery	 ﾠwell	 ﾠknown	 ﾠin	 ﾠGermany.	 ﾠHe	 ﾠwent	 ﾠon	 ﾠto	 ﾠteach	 ﾠat	 ﾠthe	 ﾠ
infamous	 ﾠBauhaus	 ﾠin	 ﾠthe	 ﾠWeimar	 ﾠby	 ﾠinvitation	 ﾠfrom	 ﾠWalter	 ﾠGropius	 ﾠan	 ﾠarchitect	 ﾠ
and	 ﾠthe	 ﾠfounder	 ﾠof	 ﾠthe	 ﾠSchool.	 ﾠItten	 ﾠwas	 ﾠa	 ﾠstrict	 ﾠfollower	 ﾠof	 ﾠMazdaznan	 ﾠand	 ﾠthus	 ﾠ
advocated	 ﾠ the	 ﾠ fundamental	 ﾠ Mazdaznan	 ﾠ practices	 ﾠ of	 ﾠ shaving	 ﾠ the	 ﾠ head,	 ﾠ colonic	 ﾠ
irrigation	 ﾠand	 ﾠthe	 ﾠwearing	 ﾠof	 ﾠcrimson	 ﾠrobes.	 ﾠSimilar	 ﾠinfluences	 ﾠare	 ﾠrevealed	 ﾠin	 ﾠ
Dix’s	 ﾠ self-ﾭ‐portrait	 ﾠ titled	 ﾠ Selbstbildnis	 ﾠ als	 ﾠ Soldat	 ﾠ (Self-ﾭ‐Portrait	 ﾠ as	 ﾠ a	 ﾠ Soldier,	 ﾠ see	 ﾠ
appendix	 ﾠone,	 ﾠfigure	 ﾠ13)	 ﾠproduced	 ﾠin	 ﾠ1914.	 ﾠThis	 ﾠexplanation	 ﾠis	 ﾠexplored	 ﾠfor	 ﾠthe	 ﾠ
first	 ﾠtime	 ﾠin	 ﾠthis	 ﾠthesis.	 ﾠ	 ﾠ
	 ﾠ
Further	 ﾠa	 ﾠletter	 ﾠbetween	 ﾠDix	 ﾠand	 ﾠBretschneider	 ﾠevidences	 ﾠthe	 ﾠartist	 ﾠjustifying	 ﾠhis	 ﾠ
spiritual	 ﾠpersuasion	 ﾠor	 ﾠdefending	 ﾠhis	 ﾠimplied	 ﾠfaddishness.	 ﾠIn	 ﾠa	 ﾠresponse	 ﾠdated	 ﾠ
circa	 ﾠ1912	 ﾠDix	 ﾠwrites	 ﾠ	 ﾠ
	 ﾠ
Das	 ﾠ ist	 ﾠ das	 ﾠ erste	 ﾠ Anzeichen	 ﾠ des	 ﾠ gesunden	 ﾠ Vegetarismus.	 ﾠ My	 ﾠ
vegetarianism	 ﾠis	 ﾠnot	 ﾠforced	 ﾠ(Lorenz	 ﾠ2000,	 ﾠp.267).	 ﾠ	 ﾠ	 ﾠ	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The	 ﾠ Mazdaznan	 ﾠ movement	 ﾠ originated	 ﾠ in	 ﾠ Leizpig	 ﾠ (Germany)	 ﾠ through	 ﾠ the	 ﾠ
Californian	 ﾠfarmers	 ﾠDavid	 ﾠand	 ﾠFrieda	 ﾠAmann	 ﾠin	 ﾠ1907.	 ﾠThere	 ﾠare	 ﾠtwo	 ﾠinteresting	 ﾠ
issues	 ﾠthat	 ﾠwarrant	 ﾠfurther	 ﾠexploration	 ﾠfirst,	 ﾠDresden	 ﾠand	 ﾠGera	 ﾠthe	 ﾠtwo	 ﾠplaces	 ﾠ
where	 ﾠ Dix	 ﾠ spent	 ﾠ much	 ﾠ of	 ﾠ his	 ﾠ early	 ﾠ childhood	 ﾠ and	 ﾠ youth,	 ﾠ and	 ﾠ Leizpig	 ﾠ where	 ﾠ
Mazdaznan	 ﾠoriginated	 ﾠin	 ﾠGermany	 ﾠshare	 ﾠa	 ﾠclose	 ﾠgeographical	 ﾠproximity.	 ﾠSecond,	 ﾠ
the	 ﾠ two	 ﾠ farmers	 ﾠ that	 ﾠ introduced	 ﾠ Mazdaznan	 ﾠ to	 ﾠ Germany	 ﾠ share	 ﾠ Dix’s	 ﾠ mother	 ﾠ
Pauline’s	 ﾠmaiden	 ﾠname.	 ﾠThus,	 ﾠcircumstantially	 ﾠit	 ﾠis	 ﾠpossible	 ﾠthat	 ﾠDix	 ﾠmay	 ﾠwell	 ﾠ
have	 ﾠbeen	 ﾠintroduced	 ﾠto	 ﾠthe	 ﾠmovement	 ﾠthrough	 ﾠPauline	 ﾠfar	 ﾠearlier	 ﾠin	 ﾠhis	 ﾠyouth	 ﾠ
than	 ﾠ is	 ﾠ documented	 ﾠ because	 ﾠ so	 ﾠ little	 ﾠ is	 ﾠ known	 ﾠ about	 ﾠ his	 ﾠ mother.	 ﾠ The	 ﾠ artist	 ﾠ
remarked	 ﾠhow	 ﾠfor	 ﾠhim	 ﾠthe	 ﾠmovement	 ﾠwas	 ﾠan	 ﾠattempt	 ﾠto	 ﾠreform	 ﾠ(Bröhan	 ﾠ2007,	 ﾠ
p.18).	 ﾠThe	 ﾠmovement	 ﾠwas	 ﾠbanned	 ﾠby	 ﾠthe	 ﾠNazi	 ﾠparty	 ﾠin	 ﾠ1935	 ﾠand	 ﾠremained	 ﾠso	 ﾠ
until	 ﾠthe	 ﾠlate	 ﾠ1940’s.	 ﾠIt	 ﾠis	 ﾠclear	 ﾠthat	 ﾠthose	 ﾠthat	 ﾠsurrounded	 ﾠhim	 ﾠincluding	 ﾠhis	 ﾠ
parents,	 ﾠfellow	 ﾠartists	 ﾠand	 ﾠreligious	 ﾠcompanions	 ﾠalso	 ﾠgreatly	 ﾠinfluenced	 ﾠDix’s	 ﾠart	 ﾠ
and	 ﾠ his	 ﾠ education.	 ﾠ This	 ﾠ influence	 ﾠ was	 ﾠ played	 ﾠ out	 ﾠ in	 ﾠ his	 ﾠ artwork	 ﾠ thus	 ﾠ adding	 ﾠ
weight	 ﾠ to	 ﾠ the	 ﾠ contention	 ﾠ that	 ﾠ his	 ﾠ self	 ﾠ and	 ﾠ the	 ﾠ educative	 ﾠ in	 ﾠ his	 ﾠ work	 ﾠ can	 ﾠ be	 ﾠ
understood	 ﾠthrough	 ﾠan	 ﾠexploration	 ﾠof	 ﾠthe	 ﾠart	 ﾠhe	 ﾠproduced	 ﾠat	 ﾠvarious	 ﾠstages	 ﾠin	 ﾠ
his	 ﾠlife.	 ﾠ
	 ﾠ
For	 ﾠinstance	 ﾠa	 ﾠnumber	 ﾠof	 ﾠinteresting	 ﾠobservations	 ﾠcan	 ﾠbe	 ﾠmade	 ﾠand	 ﾠconclusions	 ﾠ
drawn	 ﾠin	 ﾠrespect	 ﾠof	 ﾠhow	 ﾠthe	 ﾠartist	 ﾠperceived	 ﾠeach	 ﾠof	 ﾠhis	 ﾠparents.	 ﾠDix’s	 ﾠcomments	 ﾠ
suggest	 ﾠthat	 ﾠhe	 ﾠheld	 ﾠhis	 ﾠmother	 ﾠin	 ﾠfar	 ﾠgreater	 ﾠesteem	 ﾠthan	 ﾠhe	 ﾠdid	 ﾠhis	 ﾠfather.	 ﾠThe	 ﾠ
artist	 ﾠregarded	 ﾠhis	 ﾠfather	 ﾠas	 ﾠbeing	 ﾠresponsible	 ﾠfor	 ﾠa	 ﾠnumber	 ﾠof	 ﾠthings	 ﾠincluding	 ﾠ
the	 ﾠfamily’s	 ﾠoften-ﾭ‐meagre	 ﾠexistence,	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠhis	 ﾠmother	 ﾠhad	 ﾠgiven	 ﾠup	 ﾠher	 ﾠ
career	 ﾠto	 ﾠtake	 ﾠon	 ﾠthe	 ﾠrole	 ﾠof	 ﾠmatriarch	 ﾠand	 ﾠhow	 ﾠhard	 ﾠshe	 ﾠworked	 ﾠwithin	 ﾠthe	 ﾠ
constraints	 ﾠpresented	 ﾠto	 ﾠher.	 ﾠThese	 ﾠthemes	 ﾠare	 ﾠalso	 ﾠexplored	 ﾠlater	 ﾠin	 ﾠthis	 ﾠchapter	 ﾠ
in	 ﾠ relation	 ﾠ to	 ﾠ Dix’s	 ﾠ two	 ﾠ iconic	 ﾠ portraits	 ﾠ of	 ﾠ his	 ﾠ parents	 ﾠ titled;	 ﾠ Die	 ﾠ Eltern	 ﾠ des	 ﾠ
Künstlers	 ﾠI	 ﾠ(1921)	 ﾠ(Portrait	 ﾠof	 ﾠMy	 ﾠParents	 ﾠI)	 ﾠand	 ﾠDie	 ﾠEltern	 ﾠdes	 ﾠKünstlers	 ﾠII	 ﾠ(1922)	 ﾠ
(Portrait	 ﾠof	 ﾠMy	 ﾠParents	 ﾠII)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigures	 ﾠ11	 ﾠand	 ﾠ12).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠartist	 ﾠwas	 ﾠborn	 ﾠduring	 ﾠthe	 ﾠreign	 ﾠof	 ﾠFriedrich	 ﾠWilhelm	 ﾠViktor	 ﾠAlbrecht	 ﾠvon	 ﾠ
Preußen	 ﾠ(Frederick	 ﾠWilliam	 ﾠVictor	 ﾠAlbert	 ﾠof	 ﾠPrussia	 ﾠor	 ﾠKaiser	 ﾠWilhelm	 ﾠII)	 ﾠduring	 ﾠ
a	 ﾠperiod	 ﾠof	 ﾠsocialist	 ﾠrule	 ﾠthat	 ﾠwas	 ﾠheightened	 ﾠby	 ﾠmilitarism,	 ﾠauthoritarianism	 ﾠand	 ﾠ	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grand	 ﾠeconomic	 ﾠgrowth.	 ﾠDix	 ﾠattended	 ﾠthe	 ﾠgrammar	 ﾠschool	 ﾠin	 ﾠUntermhaus	 ﾠwhere	 ﾠ
he	 ﾠ met	 ﾠ Ernst	 ﾠ Schunke,	 ﾠ who	 ﾠ took	 ﾠ the	 ﾠ budding	 ﾠ young	 ﾠ artist	 ﾠ on	 ﾠ trips	 ﾠ to	 ﾠ the	 ﾠ
countryside	 ﾠso	 ﾠthat	 ﾠhe	 ﾠcould	 ﾠlearn	 ﾠto	 ﾠdraw	 ﾠand	 ﾠpaint	 ﾠin	 ﾠthe	 ﾠopen	 ﾠair.	 ﾠSchunke	 ﾠ
also	 ﾠ encouraged	 ﾠ Dix	 ﾠ to	 ﾠ perfect	 ﾠ his	 ﾠ sketches	 ﾠ whilst	 ﾠ experimenting	 ﾠ with	 ﾠ the	 ﾠ
precise	 ﾠdetails	 ﾠof	 ﾠnature	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.19;	 ﾠLöffler	 ﾠ1960,	 ﾠp.7).	 ﾠIt	 ﾠis	 ﾠfrom	 ﾠthis	 ﾠ
point	 ﾠthe	 ﾠartist’s	 ﾠstrategic-ﾭ‐self	 ﾠbegins	 ﾠto	 ﾠemerge.	 ﾠIt	 ﾠis	 ﾠlikely	 ﾠthat	 ﾠthis	 ﾠtook	 ﾠshape	 ﾠ
through	 ﾠDix’s	 ﾠinitial	 ﾠexposure	 ﾠto	 ﾠart	 ﾠand	 ﾠhis	 ﾠcreative-ﾭ‐self	 ﾠthrough	 ﾠhis	 ﾠmother	 ﾠand	 ﾠ
his	 ﾠ cousin	 ﾠ Fritz,	 ﾠ and	 ﾠ the	 ﾠ encouragement,	 ﾠ guidance	 ﾠ and	 ﾠ opportunity	 ﾠ provided	 ﾠ
through	 ﾠ tutelage	 ﾠ by	 ﾠ his	 ﾠ teacher	 ﾠ Schunke	 ﾠ up-ﾭ‐and-ﾭ‐until	 ﾠ his	 ﾠ entry	 ﾠ to	 ﾠ the	 ﾠ
polytechnic.	 ﾠThis	 ﾠclearly	 ﾠexists	 ﾠwithin	 ﾠthe	 ﾠbroader	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠan	 ﾠ
interesting	 ﾠmix	 ﾠof	 ﾠboth	 ﾠformal	 ﾠand	 ﾠinformal	 ﾠeducation.	 ﾠ	 ﾠ
	 ﾠ
Otto	 ﾠDix	 ﾠis	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠa	 ﾠself-ﾭ‐taught	 ﾠportrait	 ﾠand	 ﾠlandscape	 ﾠpainter,	 ﾠsome	 ﾠof	 ﾠ
which	 ﾠwas	 ﾠin	 ﾠa	 ﾠverist	 ﾠor	 ﾠrealist	 ﾠstyle.	 ﾠArtists	 ﾠincluding	 ﾠVincent	 ﾠVan	 ﾠGogh,	 ﾠEdvard	 ﾠ
Munch	 ﾠ and	 ﾠ Francisco	 ﾠ Goya	 ﾠ influenced	 ﾠ him.	 ﾠ It	 ﾠ is	 ﾠ arguable	 ﾠ that	 ﾠ this	 ﾠ led	 ﾠ to	 ﾠ his	 ﾠ
works	 ﾠ of	 ﾠ art	 ﾠ being	 ﾠ located	 ﾠ in	 ﾠ the	 ﾠ movements	 ﾠ of	 ﾠ expressionism	 ﾠ and	 ﾠ neue	 ﾠ
sachlichkeit	 ﾠ(new	 ﾠobjectivity).	 ﾠDix’s	 ﾠeducation	 ﾠ(formal	 ﾠand	 ﾠinformal)	 ﾠand	 ﾠartistic	 ﾠ
influences	 ﾠare	 ﾠsedimented	 ﾠthroughout	 ﾠhis	 ﾠlife.	 ﾠIn	 ﾠ1912	 ﾠhe	 ﾠvisited	 ﾠthe	 ﾠexhibition	 ﾠ
of	 ﾠ the	 ﾠ impressionist	 ﾠ Vincent	 ﾠ Van	 ﾠ Gogh	 ﾠ (1854	 ﾠ –	 ﾠ 1890);	 ﾠ the	 ﾠ exhibition	 ﾠ was	 ﾠ
organised	 ﾠ by	 ﾠ Paul	 ﾠ Cassirer	 ﾠ at	 ﾠ the	 ﾠ Galerie	 ﾠ Ernst	 ﾠ Arnold	 ﾠ in	 ﾠ Dresden	 ﾠ (Schubert	 ﾠ
2010,	 ﾠp.34).	 ﾠThis	 ﾠparticular	 ﾠexhibition	 ﾠis	 ﾠone	 ﾠof	 ﾠthe	 ﾠearliest	 ﾠrecorded	 ﾠdirect	 ﾠand	 ﾠ
informal	 ﾠeducational	 ﾠinfluences	 ﾠon	 ﾠthe	 ﾠthen	 ﾠimpressionable	 ﾠyoung	 ﾠartist	 ﾠbecause	 ﾠ
it	 ﾠwas	 ﾠat	 ﾠthis	 ﾠpoint	 ﾠthat	 ﾠhe	 ﾠdiscovered	 ﾠFrench	 ﾠexpressionism.	 ﾠEvidence	 ﾠof	 ﾠthis	 ﾠ
educational	 ﾠinfluence	 ﾠcan	 ﾠbe	 ﾠfound	 ﾠin	 ﾠthe	 ﾠseries	 ﾠof	 ﾠlandscapes	 ﾠand	 ﾠportraits	 ﾠthat	 ﾠ
followed	 ﾠ (Löffler	 ﾠ 1960,	 ﾠ p.14)	 ﾠ for	 ﾠ example	 ﾠ the	 ﾠ painting	 ﾠ titled	 ﾠ Sonnenaufgang	 ﾠ
(1913)	 ﾠ(Sunrise)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ23).	 ﾠFurthermore,	 ﾠevidence	 ﾠof	 ﾠMunch’s	 ﾠ
influence	 ﾠon	 ﾠDix	 ﾠcan	 ﾠbe	 ﾠfound	 ﾠin	 ﾠthe	 ﾠseries	 ﾠof	 ﾠlandscapes	 ﾠprior	 ﾠto	 ﾠ1914	 ﾠ(Gutbrod	 ﾠ
2010,	 ﾠp.24).	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠparents	 ﾠwere	 ﾠunable	 ﾠand	 ﾠperhaps	 ﾠeven	 ﾠunwilling	 ﾠto	 ﾠfinance	 ﾠhis	 ﾠart	 ﾠstudies,	 ﾠ
albeit	 ﾠthey	 ﾠwere	 ﾠmore	 ﾠaffluent	 ﾠand	 ﾠupwardly	 ﾠmobile	 ﾠ(advancing	 ﾠin	 ﾠeconomic	 ﾠand	 ﾠ
social	 ﾠstanding)	 ﾠthan	 ﾠthose	 ﾠin	 ﾠa	 ﾠsimilar	 ﾠsocio-ﾭ‐economic	 ﾠclass.	 ﾠHowever,	 ﾠwith	 ﾠthe	 ﾠ
help	 ﾠof	 ﾠProfessor	 ﾠErnst	 ﾠSchunke	 ﾠhe	 ﾠmanaged	 ﾠto	 ﾠsecure	 ﾠa	 ﾠconditional	 ﾠscholarship	 ﾠ	 ﾠ 123	 ﾠ
from	 ﾠPrince	 ﾠHeinrich	 ﾠXXVIII	 ﾠof	 ﾠReuss	 ﾠ(Heinrich	 ﾠXXVII	 ﾠFürst	 ﾠReuß	 ﾠjüngere	 ﾠLinie)	 ﾠ
the	 ﾠlast	 ﾠreigning	 ﾠPrince	 ﾠReuss	 ﾠYounger	 ﾠLine	 ﾠ(1913	 ﾠ–	 ﾠ1918).	 ﾠThis	 ﾠresulted	 ﾠin	 ﾠDix	 ﾠ
serving	 ﾠ a	 ﾠ four-ﾭ‐year	 ﾠ apprenticeship	 ﾠ and	 ﾠ instruction	 ﾠ in	 ﾠ craft	 ﾠ with	 ﾠ the	 ﾠ Master	 ﾠ
decorative	 ﾠpainter	 ﾠCarl	 ﾠSenff	 ﾠin	 ﾠGera	 ﾠ(1905	 ﾠ–	 ﾠ1909)	 ﾠ(Löffler	 ﾠ1960,	 ﾠp.8).	 ﾠ	 ﾠ
	 ﾠ
Gutbrod	 ﾠ (2010)	 ﾠ and	 ﾠ Löffler	 ﾠ (1960)	 ﾠ disagree	 ﾠ on	 ﾠ the	 ﾠ dates	 ﾠ during	 ﾠ which	 ﾠ Dix	 ﾠ
attended	 ﾠinstruction	 ﾠunder	 ﾠSenff,	 ﾠthe	 ﾠformer	 ﾠargues	 ﾠthe	 ﾠdates	 ﾠwere	 ﾠ1907	 ﾠ–	 ﾠ1910	 ﾠ
and	 ﾠ the	 ﾠ latter	 ﾠ 1905	 ﾠ –	 ﾠ 1909.	 ﾠ There	 ﾠ is	 ﾠ some	 ﾠ evidence	 ﾠ to	 ﾠ suggest	 ﾠ that	 ﾠ Löffler’s	 ﾠ
(1960)	 ﾠdates	 ﾠare	 ﾠsubstantiated	 ﾠbecause	 ﾠthey	 ﾠare	 ﾠconfirmed	 ﾠby,	 ﾠamongst	 ﾠothers,	 ﾠ
Bröhan,	 ﾠ (2007).	 ﾠ Furthermore,	 ﾠ Gutbrod	 ﾠ (2010)	 ﾠ and	 ﾠ Löffler	 ﾠ (1960)	 ﾠ provide	 ﾠ
conflicting	 ﾠ accounts	 ﾠ in	 ﾠ relation	 ﾠ to	 ﾠ Dix	 ﾠ obtaining	 ﾠ the	 ﾠ scholarship.	 ﾠ The	 ﾠ former	 ﾠ
suggests	 ﾠ that	 ﾠ Dix’s	 ﾠ application	 ﾠ was	 ﾠ rejected	 ﾠ and	 ﾠ thus	 ﾠ he	 ﾠ ended	 ﾠ up	 ﾠ having	 ﾠ to	 ﾠ
undertake	 ﾠthe	 ﾠapprenticeship	 ﾠwith	 ﾠSenff.	 ﾠThe	 ﾠlatter	 ﾠsuggests	 ﾠthat	 ﾠthe	 ﾠscholarship	 ﾠ
was	 ﾠawarded	 ﾠbut	 ﾠon	 ﾠcondition	 ﾠthat	 ﾠDix	 ﾠundertake	 ﾠan	 ﾠapprenticeship	 ﾠfirst.	 ﾠThe	 ﾠ
issue	 ﾠis	 ﾠinteresting	 ﾠas	 ﾠthe	 ﾠoutcome	 ﾠclearly	 ﾠaffects	 ﾠthe	 ﾠartist’s	 ﾠeducation	 ﾠand	 ﾠthe	 ﾠ
relative	 ﾠ effect	 ﾠ this	 ﾠ would	 ﾠ have	 ﾠ had	 ﾠ on	 ﾠ the	 ﾠ way	 ﾠ in	 ﾠ which	 ﾠ his	 ﾠ strategic-ﾭ‐self	 ﾠ
navigated	 ﾠ through	 ﾠ this	 ﾠ period.	 ﾠ In	 ﾠ any	 ﾠ respect	 ﾠ Dix	 ﾠ would	 ﾠ still	 ﾠ have	 ﾠ had	 ﾠ to	 ﾠ go	 ﾠ
through	 ﾠ the	 ﾠ apprenticeship	 ﾠ and	 ﾠ experience	 ﾠ the	 ﾠ learning	 ﾠ that	 ﾠ came	 ﾠ with	 ﾠ it.	 ﾠ A	 ﾠ
discussion	 ﾠfrom	 ﾠthe	 ﾠGerald	 ﾠGiesecke	 ﾠin	 ﾠa	 ﾠmagazine	 ﾠreview	 ﾠfor	 ﾠthe	 ﾠprogramme	 ﾠ
‘Aspects’	 ﾠ (re-ﾭ‐issued	 ﾠ 29th	 ﾠ November	 ﾠ 1991)	 ﾠ confirms	 ﾠ (see	 ﾠ Jena	 ﾠ 2000,	 ﾠ p.41)	 ﾠ
Löffler’s	 ﾠversion	 ﾠ	 ﾠ
	 ﾠ
Kurz	 ﾠund	 ﾠgut	 ﾠ–	 ﾠwie	 ﾠich	 ﾠ14	 ﾠJahre	 ﾠalt	 ﾠwar,	 ﾠdachte	 ﾠich,	 ﾠich	 ﾠkönnte	 ﾠdann	 ﾠ
Kunstmaler	 ﾠwerden,	 ﾠstudieren.	 ﾠNatürlich	 ﾠhat	 ﾠder	 ﾠVater	 ﾠnicht	 ﾠgenug	 ﾠGeld	 ﾠ
gehabt.	 ﾠ Also	 ﾠ hat	 ﾠ sich	 ﾠ der	 ﾠ Zeichenlehrer	 ﾠ an	 ﾠ unseren	 ﾠ Fürsten,	 ﾠ Heinrich	 ﾠ
XXVII	 ﾠvon	 ﾠReuß	 ﾠ…	 ﾠUnd	 ﾠder	 ﾠFürst	 ﾠhat	 ﾠdann	 ﾠgesagt:	 ﾠ„Ja,	 ﾠdas	 ﾠist	 ﾠschon	 ﾠganz	 ﾠ
gut,	 ﾠaber	 ﾠer	 ﾠsoll	 ﾠerst	 ﾠmal‘n	 ﾠHandwerk	 ﾠerlernen.“	 ﾠAlso	 ﾠmußte	 ﾠich	 ﾠerstmal	 ﾠ
vier	 ﾠ Jahre	 ﾠ Dekorationsmaler	 ﾠ lernen	 ﾠ und	 ﾠ dann	 ﾠ bekam	 ﾠ ich	 ﾠ von	 ﾠ dem	 ﾠ
Fürsten	 ﾠein	 ﾠStipendium	 ﾠfür	 ﾠdie	 ﾠDauer	 ﾠmeiner	 ﾠStudienzeit	 ﾠ…	 ﾠund	 ﾠbin	 ﾠdann	 ﾠ
an	 ﾠ die	 ﾠ Kunstgewerbeschule	 ﾠ Dresden	 ﾠ gegangen,	 ﾠ wo	 ﾠ ich	 ﾠ dann	 ﾠ bis	 ﾠ zum	 ﾠ
Anfang	 ﾠ des	 ﾠ Krieges	 ﾠ studiert	 ﾠ habe	 ﾠ –	 ﾠ zuerst	 ﾠ mal	 ﾠ Ornament,	 ﾠ
Dekorationsmaler,	 ﾠ Ornamente	 ﾠ und	 ﾠ plastisch	 ﾠ malen,	 ﾠ Stuck	 ﾠ malen	 ﾠ und	 ﾠ
Gipsköppe	 ﾠmalen,	 ﾠdann	 ﾠspäter	 ﾠAkte	 ﾠzeichnen.	 ﾠTranslated	 ﾠas:	 ﾠIn	 ﾠshort	 ﾠ-ﾭ‐	 ﾠ	 ﾠ 124	 ﾠ
as	 ﾠI	 ﾠwas	 ﾠ14	 ﾠyears	 ﾠold,	 ﾠI	 ﾠthought	 ﾠI	 ﾠcould	 ﾠthen	 ﾠstudy	 ﾠto	 ﾠbecome	 ﾠa	 ﾠpainter.	 ﾠ
Of	 ﾠ course	 ﾠ the	 ﾠ father	 ﾠ has	 ﾠ not	 ﾠ had	 ﾠ enough	 ﾠ money.	 ﾠ So	 ﾠ the	 ﾠ drawing	 ﾠ
teacher	 ﾠturns	 ﾠto	 ﾠour	 ﾠprince,	 ﾠHeinrich	 ﾠXXVII	 ﾠof	 ﾠReuss	 ﾠ…	 ﾠAnd	 ﾠthe	 ﾠPrince	 ﾠ
then	 ﾠsaid:	 ﾠ"Yes,	 ﾠthat's	 ﾠquite	 ﾠgood,	 ﾠbut	 ﾠhe	 ﾠshould	 ﾠlearn	 ﾠ[a	 ﾠtrade]	 ﾠfirst."	 ﾠ
So	 ﾠI	 ﾠhad	 ﾠto	 ﾠlearn	 ﾠ[decorative	 ﾠpainting]	 ﾠfirst	 ﾠ[for]	 ﾠfour	 ﾠyears	 ﾠand	 ﾠthen	 ﾠI	 ﾠ
got	 ﾠa	 ﾠscholarship	 ﾠfor	 ﾠthe	 ﾠduration	 ﾠof	 ﾠmy	 ﾠstudy	 ﾠtime	 ﾠ...	 ﾠ[I]	 ﾠwent	 ﾠto	 ﾠart	 ﾠ
school	 ﾠin	 ﾠDresden,	 ﾠwhere	 ﾠI	 ﾠstudied	 ﾠuntil	 ﾠthe	 ﾠbeginning	 ﾠof	 ﾠthe	 ﾠwar	 ﾠ-ﾭ‐	 ﾠfirst	 ﾠ
time	 ﾠornament,	 ﾠdecorative	 ﾠpainter,	 ﾠornaments	 ﾠand	 ﾠplastic,	 ﾠpaint,	 ﾠpaint	 ﾠ
stucco	 ﾠand	 ﾠplaster	 ﾠto	 ﾠpaint	 ﾠKoeppe,	 ﾠthen	 ﾠlater	 ﾠfile	 ﾠdraw.	 ﾠ	 ﾠ
	 ﾠ
Master	 ﾠSenff	 ﾠwas	 ﾠmost	 ﾠunimpressed	 ﾠby	 ﾠthe	 ﾠyoung	 ﾠDix	 ﾠand	 ﾠremarked	 ﾠthat	 ﾠhe	 ﾠ
should	 ﾠbuy	 ﾠa	 ﾠdachshund	 ﾠand	 ﾠa	 ﾠvelvet	 ﾠjacket,	 ﾠand	 ﾠbecome	 ﾠan	 ﾠartiste	 ﾠ(Gutbrod	 ﾠ
2010,	 ﾠ p.20).	 ﾠ There	 ﾠ are	 ﾠ two	 ﾠ plausible	 ﾠ explanations	 ﾠ for	 ﾠ this	 ﾠ response;	 ﾠ Gutbrod	 ﾠ
suggests	 ﾠ that	 ﾠ Senff	 ﾠ was	 ﾠ merely	 ﾠ misguided	 ﾠ thereby	 ﾠ failing	 ﾠ to	 ﾠ recognise	 ﾠ Dix’s	 ﾠ
talent.	 ﾠIf	 ﾠDix	 ﾠwere	 ﾠundertaking	 ﾠthe	 ﾠapprenticeship	 ﾠas	 ﾠa	 ﾠmeans	 ﾠto	 ﾠqualify	 ﾠfor	 ﾠa	 ﾠ
scholarship,	 ﾠthen	 ﾠthe	 ﾠresultant	 ﾠresponses	 ﾠof	 ﾠhis	 ﾠstrategic-ﾭ‐self	 ﾠwould	 ﾠbe	 ﾠaffected.	 ﾠ
An	 ﾠalternative	 ﾠargument	 ﾠis	 ﾠthat	 ﾠSenff	 ﾠsimply	 ﾠdid	 ﾠnot	 ﾠsee	 ﾠa	 ﾠdecorative	 ﾠpainter	 ﾠin	 ﾠ
the	 ﾠartist,	 ﾠsomething	 ﾠthat	 ﾠis	 ﾠprobably	 ﾠtrue	 ﾠfor	 ﾠDix	 ﾠhimself	 ﾠtoo.	 ﾠ	 ﾠ
	 ﾠ
At	 ﾠthis	 ﾠstage	 ﾠin	 ﾠDix’s	 ﾠeducational	 ﾠlife	 ﾠwhat	 ﾠis	 ﾠclear	 ﾠis	 ﾠthat	 ﾠhis	 ﾠformal	 ﾠand	 ﾠinformal	 ﾠ
exposure	 ﾠas	 ﾠa	 ﾠchild	 ﾠto	 ﾠthe	 ﾠdisequilibrium	 ﾠthat	 ﾠexisted	 ﾠin	 ﾠthe	 ﾠthen	 ﾠWilhelmine	 ﾠ
Empire	 ﾠbetween	 ﾠthe	 ﾠproletarian	 ﾠand	 ﾠbourgeois	 ﾠsocieties	 ﾠ(whether	 ﾠor	 ﾠnot	 ﾠlimited)	 ﾠ
coupled	 ﾠwith	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠhis	 ﾠparents	 ﾠcould	 ﾠnot	 ﾠafford	 ﾠto	 ﾠfinance	 ﾠhis	 ﾠart	 ﾠstudies	 ﾠ
and	 ﾠthe	 ﾠexperience	 ﾠof	 ﾠhaving	 ﾠto	 ﾠundertake	 ﾠan	 ﾠapprenticeship	 ﾠbefore	 ﾠhe	 ﾠwould	 ﾠbe	 ﾠ
able	 ﾠ to	 ﾠ study	 ﾠ at	 ﾠ the	 ﾠ polytechnic	 ﾠ meant	 ﾠ that	 ﾠ he	 ﾠ was	 ﾠ far	 ﾠ more	 ﾠ prescient,	 ﾠ in	 ﾠ a	 ﾠ
Bourdieusian	 ﾠsense,	 ﾠof	 ﾠthe	 ﾠdynamics	 ﾠand	 ﾠtherefore	 ﾠthe	 ﾠreality	 ﾠin	 ﾠwhich	 ﾠhis	 ﾠlife	 ﾠ
was	 ﾠsituated	 ﾠperhaps	 ﾠstrengthened	 ﾠhis	 ﾠresilience	 ﾠto	 ﾠpursue	 ﾠan	 ﾠartistic	 ﾠcareer.	 ﾠ
The	 ﾠawareness	 ﾠof	 ﾠsuch	 ﾠbarriers	 ﾠwould	 ﾠaid	 ﾠDix’s	 ﾠstrategic-ﾭ‐self	 ﾠto	 ﾠmake	 ﾠconscious	 ﾠ
choices	 ﾠlater	 ﾠin	 ﾠhis	 ﾠlife	 ﾠthat	 ﾠaffected	 ﾠthe	 ﾠtrajectory	 ﾠof	 ﾠhis	 ﾠeducation,	 ﾠlife	 ﾠand	 ﾠwork	 ﾠ
(for	 ﾠan	 ﾠexample	 ﾠsee	 ﾠsupra	 ﾠp.152).	 ﾠ	 ﾠThis	 ﾠalso	 ﾠpushed	 ﾠhim	 ﾠto	 ﾠshare	 ﾠhis	 ﾠexperiences	 ﾠ
with	 ﾠothers,	 ﾠhis	 ﾠartwork	 ﾠoften	 ﾠhighlighted	 ﾠthe	 ﾠinequality	 ﾠand	 ﾠhardships	 ﾠfaced	 ﾠby	 ﾠ
someone	 ﾠ of	 ﾠ his	 ﾠ socio-ﾭ‐economic	 ﾠ class	 ﾠ in	 ﾠ comparison	 ﾠ to	 ﾠ the	 ﾠ bourgeoisie	 ﾠ (see	 ﾠ
appendix	 ﾠone,	 ﾠfigure	 ﾠ31).	 ﾠ	 ﾠ	 ﾠ 125	 ﾠ
	 ﾠ
Finally	 ﾠin	 ﾠ1909,	 ﾠin	 ﾠan	 ﾠatmosphere	 ﾠof	 ﾠhigh	 ﾠlate-ﾭ‐bourgeoisie	 ﾠculture,	 ﾠDix	 ﾠjoined	 ﾠthe	 ﾠ
polytechnic	 ﾠwith	 ﾠa	 ﾠstipend	 ﾠfrom	 ﾠthe	 ﾠPrince	 ﾠof	 ﾠforty	 ﾠmarks	 ﾠa	 ﾠmonth,	 ﾠjust	 ﾠenough	 ﾠ
to	 ﾠlive	 ﾠon	 ﾠ(Löffler	 ﾠ1960,	 ﾠp.10).	 ﾠDix,	 ﾠunder	 ﾠthe	 ﾠtutelage	 ﾠof	 ﾠRichard	 ﾠGuhr	 ﾠat	 ﾠthe	 ﾠ
Dresden	 ﾠSchool	 ﾠof	 ﾠArts	 ﾠand	 ﾠCrafts	 ﾠexplored	 ﾠthe	 ﾠtraditional	 ﾠsubjects	 ﾠof	 ﾠpainting	 ﾠ
and	 ﾠportraiture	 ﾠ(Schubert	 ﾠ2010,	 ﾠp.33).	 ﾠ	 ﾠ
	 ﾠ
Around	 ﾠ 1910,	 ﾠ Dix	 ﾠ started	 ﾠ his	 ﾠ self-ﾭ‐portrait	 ﾠ titled	 ﾠ Selbstportrait	 ﾠ mit	 ﾠ Nelke	 ﾠ (Self	 ﾠ
Portrait	 ﾠ with	 ﾠ Carnation	 ﾠ (1912)	 ﾠ (see	 ﾠ appendix	 ﾠ one,	 ﾠ figure	 ﾠ 24).	 ﾠ The	 ﾠ artwork	 ﾠ
consists	 ﾠ of	 ﾠ quasi-ﾭ‐frontal	 ﾠ (diagonal	 ﾠ towards	 ﾠ the	 ﾠ left	 ﾠ space)	 ﾠ half-ﾭ‐length	 ﾠ figure	 ﾠ
looking	 ﾠ to	 ﾠ the	 ﾠ right,	 ﾠ wearing	 ﾠ a	 ﾠ dark	 ﾠ brown	 ﾠ corduroy	 ﾠ jacket	 ﾠ set	 ﾠ against	 ﾠ the	 ﾠ
background	 ﾠof	 ﾠa	 ﾠplain	 ﾠblue	 ﾠsky.	 ﾠIn	 ﾠthe	 ﾠpainting	 ﾠDix	 ﾠclutches	 ﾠtenderly	 ﾠonto	 ﾠa	 ﾠpink	 ﾠ
and	 ﾠwhite	 ﾠdianthus	 ﾠcaryophyllus	 ﾠ(carnation),	 ﾠbut	 ﾠhis	 ﾠfacial	 ﾠexpression	 ﾠis	 ﾠone	 ﾠof	 ﾠa	 ﾠ
severe	 ﾠ gaze.	 ﾠ Schubert	 ﾠ (2010,	 ﾠ p.33)	 ﾠ argues	 ﾠ that	 ﾠ this	 ﾠ is	 ﾠ an	 ﾠ adaption	 ﾠ of	 ﾠ the	 ﾠ
Northern	 ﾠRenaissance	 ﾠstyle	 ﾠof	 ﾠMaster	 ﾠHans	 ﾠHolbein	 ﾠ(1497	 ﾠ–	 ﾠ1543)	 ﾠand	 ﾠthe	 ﾠmore	 ﾠ
contemporary	 ﾠRenaissance	 ﾠstyle	 ﾠof	 ﾠMaster	 ﾠJoos	 ﾠvan	 ﾠCleve	 ﾠ(1484	 ﾠ–	 ﾠ1541)	 ﾠin	 ﾠthe	 ﾠ
sixteenth	 ﾠ century,	 ﾠ something	 ﾠ that	 ﾠ is	 ﾠ not	 ﾠ contentious	 ﾠ across	 ﾠ the	 ﾠ literature	 ﾠ
available.	 ﾠHowever,	 ﾠas	 ﾠthis	 ﾠdiscussion	 ﾠreveals	 ﾠoften	 ﾠmessages	 ﾠcan	 ﾠbe	 ﾠliteral	 ﾠtoo	 ﾠ–	 ﾠ
rather	 ﾠthan	 ﾠjust	 ﾠsymbolic	 ﾠ(Barthes	 ﾠ1977,	 ﾠp.36).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠterms	 ﾠof	 ﾠBourdieusian	 ﾠtheory,	 ﾠas	 ﾠa	 ﾠtrainee	 ﾠDix	 ﾠwould	 ﾠhave	 ﾠbeen	 ﾠlocated	 ﾠwithin	 ﾠ
the	 ﾠ field	 ﾠ of	 ﾠ creative	 ﾠ education	 ﾠ and	 ﾠ thus	 ﾠ would	 ﾠ not	 ﾠ have	 ﾠ been	 ﾠ susceptible	 ﾠ to	 ﾠ
issues	 ﾠof	 ﾠauthenticity	 ﾠand	 ﾠmarket	 ﾠvalue	 ﾠbecause	 ﾠhe	 ﾠwas	 ﾠin	 ﾠthe	 ﾠearly	 ﾠstages	 ﾠof	 ﾠhis	 ﾠ
training	 ﾠand	 ﾠhad	 ﾠnot	 ﾠyet	 ﾠgained	 ﾠthe	 ﾠnotoriety	 ﾠhe	 ﾠwould	 ﾠlater	 ﾠachieve.	 ﾠHowever,	 ﾠ
he	 ﾠwould	 ﾠhave	 ﾠbeen	 ﾠsubject	 ﾠto	 ﾠpower	 ﾠexercised	 ﾠby	 ﾠhis	 ﾠprofessors	 ﾠ(educators)	 ﾠ
over	 ﾠ the	 ﾠ direction	 ﾠ of	 ﾠ his	 ﾠ training.	 ﾠ This	 ﾠ would	 ﾠ almost	 ﾠ certainly	 ﾠ have	 ﾠ raised	 ﾠ a	 ﾠ
conflict	 ﾠin	 ﾠterms	 ﾠof	 ﾠDix’s	 ﾠstrategic-ﾭ‐self	 ﾠ(bildung)	 ﾠbalancing	 ﾠhis	 ﾠown	 ﾠpropensities	 ﾠ
with	 ﾠthose	 ﾠrequirements	 ﾠor	 ﾠrules	 ﾠunder	 ﾠwhich	 ﾠhe	 ﾠwas	 ﾠrequired	 ﾠto	 ﾠoperate.	 ﾠThis	 ﾠ
could	 ﾠbe	 ﾠregarded	 ﾠas	 ﾠan	 ﾠeducational	 ﾠconflict.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ terms	 ﾠ of	 ﾠ the	 ﾠ visual	 ﾠ semiotics	 ﾠ of	 ﾠ Roland	 ﾠ Barthes	 ﾠ (1973,	 ﾠ 1977)	 ﾠ and	 ﾠ
iconographically	 ﾠ(see	 ﾠgenerally,	 ﾠVan	 ﾠLeeuwan	 ﾠand	 ﾠJewitt	 ﾠ2008,	 ﾠp.100;	 ﾠPanofsky	 ﾠ
1970,	 ﾠp53	 ﾠ–	 ﾠ60)	 ﾠthe	 ﾠartwork	 ﾠrepresents	 ﾠa	 ﾠconservative	 ﾠOtto	 ﾠDix	 ﾠ(see	 ﾠgenerally	 ﾠ	 ﾠ 126	 ﾠ
Karcher	 ﾠ 2010,	 ﾠ p.10	 ﾠ on	 ﾠ Dix’s	 ﾠ attitude).	 ﾠ Gutbrod	 ﾠ (2010,	 ﾠ p.22)	 ﾠ argues	 ﾠ that	 ﾠ the	 ﾠ
carnation	 ﾠ represents	 ﾠ the	 ﾠ symbol	 ﾠ of	 ﾠ the	 ﾠ passion	 ﾠ of	 ﾠ Christ;	 ﾠ however	 ﾠ this	 ﾠ is	 ﾠ
technically	 ﾠ incorrect.	 ﾠ The	 ﾠ history	 ﾠ of	 ﾠ such	 ﾠ symbolism	 ﾠ is	 ﾠ vast;	 ﾠ in	 ﾠ summary	 ﾠ the	 ﾠ
Church	 ﾠhad	 ﾠa	 ﾠvested	 ﾠinterest	 ﾠin	 ﾠthe	 ﾠpotential	 ﾠto	 ﾠsave	 ﾠsouls	 ﾠthrough	 ﾠthe	 ﾠstory	 ﾠof	 ﾠ
the	 ﾠpassion	 ﾠof	 ﾠChrist.	 ﾠChristian	 ﾠtheology	 ﾠsuggests	 ﾠthat	 ﾠthe	 ﾠfirst	 ﾠcarnations	 ﾠgrew	 ﾠ
when	 ﾠthe	 ﾠVirgin	 ﾠMary	 ﾠshed	 ﾠtears	 ﾠon	 ﾠthe	 ﾠplight	 ﾠof	 ﾠJesus	 ﾠChrist.	 ﾠFor	 ﾠthe	 ﾠmillions	 ﾠ
that	 ﾠwere	 ﾠilliterate	 ﾠfloral	 ﾠsymbolism	 ﾠwas	 ﾠused	 ﾠto	 ﾠconvey	 ﾠa	 ﾠChristian	 ﾠmessage,	 ﾠfor	 ﾠ
instance	 ﾠthe	 ﾠviolet	 ﾠrepresented	 ﾠhumility	 ﾠwhereas	 ﾠthe	 ﾠblood	 ﾠred	 ﾠcarnation,	 ﾠthe	 ﾠ
passionflower	 ﾠand	 ﾠthe	 ﾠwhite	 ﾠlily	 ﾠeach	 ﾠrepresent	 ﾠthe	 ﾠcrucifixion,	 ﾠpurity	 ﾠof	 ﾠfaith	 ﾠ
and	 ﾠthe	 ﾠtears	 ﾠof	 ﾠthe	 ﾠVirgin	 ﾠMary.	 ﾠThere	 ﾠhave	 ﾠbeen	 ﾠsome	 ﾠinteresting	 ﾠcases	 ﾠwhere	 ﾠ
floral	 ﾠsymbolism	 ﾠhas	 ﾠbeen	 ﾠadded	 ﾠto	 ﾠa	 ﾠpainting	 ﾠafter	 ﾠthe	 ﾠdemise	 ﾠof	 ﾠthe	 ﾠartist;	 ﾠthe	 ﾠ
addition	 ﾠof	 ﾠthe	 ﾠpassionflower	 ﾠin	 ﾠJoos	 ﾠvan	 ﾠCleve’s	 ﾠpainting	 ﾠof	 ﾠthe	 ﾠMadonna	 ﾠand	 ﾠ
Child	 ﾠ(circa	 ﾠ1535)	 ﾠis	 ﾠa	 ﾠgood	 ﾠexample	 ﾠof	 ﾠthis.	 ﾠHence,	 ﾠit	 ﾠis	 ﾠthe	 ﾠblood	 ﾠred	 ﾠcarnation,	 ﾠ
and	 ﾠnot	 ﾠwhite	 ﾠand	 ﾠpink	 ﾠas	 ﾠin	 ﾠthis	 ﾠpainting,	 ﾠthat	 ﾠrepresents	 ﾠthe	 ﾠpassion	 ﾠof	 ﾠChrist	 ﾠ
and	 ﾠhis	 ﾠcrucifixion.	 ﾠInterestingly,	 ﾠthe	 ﾠwhite	 ﾠcarnation	 ﾠis	 ﾠactually	 ﾠassociated	 ﾠwith	 ﾠ
purity	 ﾠand	 ﾠluck,	 ﾠand	 ﾠthe	 ﾠpink	 ﾠwith	 ﾠgratitude.	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠis	 ﾠpostulated	 ﾠthat	 ﾠfloral	 ﾠsymbolism	 ﾠin	 ﾠthis	 ﾠself-ﾭ‐portrait	 ﾠhas	 ﾠa	 ﾠnumber	 ﾠof	 ﾠnon-ﾭ‐
religious	 ﾠmeanings.	 ﾠThe	 ﾠpink	 ﾠand	 ﾠwhite	 ﾠcarnation	 ﾠrepresents	 ﾠDix’s	 ﾠawareness	 ﾠor	 ﾠ
realization	 ﾠof	 ﾠhow	 ﾠlucky	 ﾠhe	 ﾠhad	 ﾠbeen	 ﾠto	 ﾠbe	 ﾠable	 ﾠto	 ﾠpursue	 ﾠa	 ﾠcareer	 ﾠas	 ﾠan	 ﾠartist.	 ﾠ
Furthermore,	 ﾠ it	 ﾠ highlights	 ﾠ his	 ﾠ wish	 ﾠ to	 ﾠ retain	 ﾠ the	 ﾠ purity	 ﾠ in	 ﾠ his	 ﾠ artwork	 ﾠ by	 ﾠ
producing	 ﾠ the	 ﾠ kind	 ﾠ of	 ﾠ art	 ﾠ imbued	 ﾠ with	 ﾠ the	 ﾠ qualities	 ﾠ of	 ﾠ that	 ﾠ created	 ﾠ by	 ﾠ the	 ﾠ
Masters	 ﾠof	 ﾠthe	 ﾠRenaissance.	 ﾠThus,	 ﾠthe	 ﾠcarnation	 ﾠdenotes	 ﾠpurity	 ﾠin	 ﾠhis	 ﾠown	 ﾠwork	 ﾠ
and	 ﾠhomage	 ﾠto	 ﾠthe	 ﾠobjective	 ﾠpurity	 ﾠin	 ﾠthe	 ﾠworks	 ﾠand	 ﾠtechniques	 ﾠof	 ﾠthe	 ﾠMasters	 ﾠof	 ﾠ
the	 ﾠRenaissance.	 ﾠIt	 ﾠalso	 ﾠrepresents	 ﾠgratitude	 ﾠtowards	 ﾠthose	 ﾠthat	 ﾠhad	 ﾠhelped	 ﾠand	 ﾠ
inspired	 ﾠhim	 ﾠeducationally	 ﾠfor	 ﾠinstance	 ﾠMaster	 ﾠSchunke	 ﾠ(see	 ﾠsupra	 ﾠp.116).	 ﾠThis	 ﾠ
painting	 ﾠis	 ﾠearly	 ﾠevidence	 ﾠof	 ﾠthe	 ﾠsatirical	 ﾠthat	 ﾠwas	 ﾠto	 ﾠbecome	 ﾠmore	 ﾠprominent	 ﾠin	 ﾠ
Dix’s	 ﾠlater	 ﾠwork.	 ﾠFor	 ﾠinstance	 ﾠthe	 ﾠfacial	 ﾠexpression	 ﾠis	 ﾠone	 ﾠthat	 ﾠlevies	 ﾠdiscontent	 ﾠ
perhaps	 ﾠat	 ﾠthe	 ﾠtime	 ﾠin	 ﾠrelation	 ﾠto	 ﾠthe	 ﾠway	 ﾠin	 ﾠwhich	 ﾠhe	 ﾠwas	 ﾠbeing	 ﾠschooled	 ﾠaway	 ﾠ
from	 ﾠthe	 ﾠtraditional	 ﾠworks	 ﾠand	 ﾠtechniques	 ﾠof	 ﾠthe	 ﾠMasters	 ﾠof	 ﾠthe	 ﾠRenaissance.	 ﾠ	 ﾠ
	 ﾠ
At	 ﾠthis	 ﾠstage	 ﾠin	 ﾠhis	 ﾠlife	 ﾠDix’s	 ﾠwork	 ﾠevidences	 ﾠhis	 ﾠprescience,	 ﾠone	 ﾠcould	 ﾠgo	 ﾠas	 ﾠfar	 ﾠas	 ﾠ
to	 ﾠ state	 ﾠ that	 ﾠ even	 ﾠ whilst	 ﾠ training	 ﾠ Otto	 ﾠ Dix	 ﾠ sought	 ﾠ to	 ﾠ rupture	 ﾠ the	 ﾠ bundles	 ﾠ of	 ﾠ	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relations	 ﾠwithin	 ﾠthe	 ﾠfield	 ﾠof	 ﾠcreative	 ﾠeducation	 ﾠand	 ﾠrealign	 ﾠthe	 ﾠcultural	 ﾠcapital	 ﾠ
available	 ﾠto	 ﾠhim	 ﾠin	 ﾠthe	 ﾠembodied	 ﾠstate	 ﾠ(mind	 ﾠand	 ﾠbody,	 ﾠrather	 ﾠthan	 ﾠobjectified	 ﾠin	 ﾠ
the	 ﾠform	 ﾠof	 ﾠgoods	 ﾠand	 ﾠinstitutionalised	 ﾠby	 ﾠway	 ﾠof	 ﾠqualifications.	 ﾠHe	 ﾠwas	 ﾠworking	 ﾠ
towards	 ﾠthe	 ﾠlatter	 ﾠas	 ﾠmeans	 ﾠof	 ﾠgiving	 ﾠhimself	 ﾠa	 ﾠvoice	 ﾠin	 ﾠany	 ﾠregard.	 ﾠAs	 ﾠa	 ﾠresult	 ﾠ
the	 ﾠartist	 ﾠbegan	 ﾠto	 ﾠmove	 ﾠaway	 ﾠfrom	 ﾠgenerally	 ﾠaccepted	 ﾠconventions	 ﾠin	 ﾠart.	 ﾠThis	 ﾠ
reveals	 ﾠtwo	 ﾠthings;	 ﾠforesight	 ﾠin	 ﾠthe	 ﾠartist’s	 ﾠdesire	 ﾠto	 ﾠlearn,	 ﾠand	 ﾠto	 ﾠfurther	 ﾠdevelop	 ﾠ
the	 ﾠforms	 ﾠof	 ﾠexpression	 ﾠand	 ﾠtechniques	 ﾠof	 ﾠthe	 ﾠMasters	 ﾠfrom	 ﾠthe	 ﾠRenaissance.	 ﾠ
This	 ﾠ latter	 ﾠ point	 ﾠ is	 ﾠ confirmed	 ﾠ by	 ﾠ the	 ﾠ artist’s	 ﾠ sentiments	 ﾠ later	 ﾠ in	 ﾠ his	 ﾠ life	 ﾠ (as	 ﾠ
discussed).	 ﾠ With	 ﾠ this	 ﾠ in	 ﾠ mind,	 ﾠ Dix’s	 ﾠ actions	 ﾠ directly	 ﾠ challenge	 ﾠ the	 ﾠ formal	 ﾠ
educational	 ﾠsetting	 ﾠwithin	 ﾠwhich	 ﾠhe	 ﾠfound	 ﾠhimself,	 ﾠutilizing	 ﾠquite	 ﾠ‘safe’	 ﾠstrategies	 ﾠ
to	 ﾠreconfigure	 ﾠthe	 ﾠdirection	 ﾠin	 ﾠwhich	 ﾠhe	 ﾠwas	 ﾠbeing	 ﾠforced	 ﾠto	 ﾠhead.	 ﾠThis	 ﾠattitude	 ﾠ
or	 ﾠcharacteristic	 ﾠdefines	 ﾠthis	 ﾠartist	 ﾠand	 ﾠhis	 ﾠability	 ﾠto	 ﾠbring	 ﾠtogether	 ﾠelements	 ﾠof	 ﾠ
formal	 ﾠand	 ﾠinformal	 ﾠeducation,	 ﾠas	 ﾠevidenced	 ﾠby	 ﾠhis	 ﾠlater	 ﾠactions.	 ﾠ	 ﾠ
	 ﾠ
As	 ﾠ a	 ﾠ social	 ﾠ semiotic	 ﾠ resource,	 ﾠ the	 ﾠ artwork	 ﾠ visually	 ﾠ communicates	 ﾠ through	 ﾠ a	 ﾠ
number	 ﾠ of	 ﾠ ways	 ﾠ (see	 ﾠ generally	 ﾠ Jewitt	 ﾠ and	 ﾠ Oyama	 ﾠ 2001,	 ﾠ pp134	 ﾠ –	 ﾠ 5).	 ﾠ The	 ﾠ
interactive	 ﾠmeaning	 ﾠin	 ﾠthis	 ﾠartwork	 ﾠdefines	 ﾠDix’s	 ﾠidentity	 ﾠand	 ﾠhis	 ﾠeducational	 ﾠ
influences	 ﾠas	 ﾠbeing	 ﾠnot	 ﾠsolely	 ﾠgained	 ﾠfrom	 ﾠa	 ﾠformal	 ﾠsetting.	 ﾠThe	 ﾠartist	 ﾠmakes	 ﾠ
direct	 ﾠ contact	 ﾠ with	 ﾠ viewers	 ﾠ through	 ﾠ his	 ﾠ gaze;	 ﾠ in	 ﾠ so	 ﾠ doing	 ﾠ he	 ﾠ establishes	 ﾠ a	 ﾠ
relationship	 ﾠ with	 ﾠ them	 ﾠ (see	 ﾠ generally	 ﾠ Van	 ﾠ Leeuwan	 ﾠ and	 ﾠ Jewitt	 ﾠ 2008,	 ﾠ p145),	 ﾠ
albeit	 ﾠan	 ﾠimaginary	 ﾠone.	 ﾠDix	 ﾠrepresents	 ﾠhimself	 ﾠas	 ﾠa	 ﾠhalf-ﾭ‐length	 ﾠfigure	 ﾠsuggesting	 ﾠ
a	 ﾠ social	 ﾠ relationship	 ﾠ with	 ﾠ a	 ﾠ fair	 ﾠ personal	 ﾠ distance	 ﾠ between	 ﾠ himself	 ﾠ and	 ﾠ the	 ﾠ
viewer	 ﾠ(see	 ﾠgenerally	 ﾠHall	 ﾠ1966;	 ﾠKress	 ﾠand	 ﾠvan	 ﾠLeeuwan	 ﾠ1996;	 ﾠVan	 ﾠLeeuwan	 ﾠ
and	 ﾠJewitt	 ﾠ2008,	 ﾠp29).	 ﾠThe	 ﾠfact	 ﾠthat	 ﾠDix	 ﾠlooks	 ﾠaway	 ﾠfrom	 ﾠthe	 ﾠviewer	 ﾠsuggests	 ﾠthat	 ﾠ
he	 ﾠ presents	 ﾠ himself	 ﾠ as	 ﾠ an	 ﾠ ideal	 ﾠ or	 ﾠ exemplar	 ﾠ (see	 ﾠ generally	 ﾠ Bell	 ﾠ et	 ﾠ al	 ﾠ 1982;	 ﾠ
Goffman	 ﾠ1979).	 ﾠFrom	 ﾠan	 ﾠeducational	 ﾠperspective	 ﾠthis	 ﾠartwork	 ﾠpromotes	 ﾠdebate	 ﾠ
that	 ﾠrelates	 ﾠto	 ﾠthe	 ﾠsymbiotic	 ﾠrelationship	 ﾠbetween	 ﾠthe	 ﾠold	 ﾠ(traditional)	 ﾠand	 ﾠthe	 ﾠ
new	 ﾠ(modern).	 ﾠThe	 ﾠeffect	 ﾠof	 ﾠthis	 ﾠimage	 ﾠis	 ﾠto	 ﾠrequire	 ﾠthe	 ﾠaudience	 ﾠto	 ﾠquestion	 ﾠ
what	 ﾠis	 ﾠpresented	 ﾠto	 ﾠthem	 ﾠoften	 ﾠthrough	 ﾠluring	 ﾠthem	 ﾠinto	 ﾠan	 ﾠuncomfortable	 ﾠor	 ﾠ
comfortable	 ﾠeducational	 ﾠspace.	 ﾠ	 ﾠ
	 ﾠ
Van	 ﾠLeeuwan	 ﾠand	 ﾠJewitt	 ﾠ(2008,	 ﾠp94)	 ﾠargue	 ﾠthat	 ﾠalthough	 ﾠthe	 ﾠstyle	 ﾠof	 ﾠan	 ﾠartist	 ﾠ
provides	 ﾠa	 ﾠsupplementary	 ﾠmessage	 ﾠthe	 ﾠcontent	 ﾠis	 ﾠstill	 ﾠanalogical	 ﾠto	 ﾠreality.	 ﾠThe	 ﾠ	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work	 ﾠitself	 ﾠis	 ﾠdetailed;	 ﾠnaïve	 ﾠexplanations	 ﾠof	 ﾠthis	 ﾠwould	 ﾠsuggest	 ﾠthat	 ﾠthe	 ﾠartist	 ﾠ
was	 ﾠmerely	 ﾠattempting	 ﾠto	 ﾠreplicate	 ﾠthe	 ﾠMasters.	 ﾠHowever,	 ﾠthe	 ﾠdegree	 ﾠof	 ﾠdetail	 ﾠ
(colour,	 ﾠdepth	 ﾠand	 ﾠtonal	 ﾠshades)	 ﾠprovides	 ﾠfurther	 ﾠsupport	 ﾠfor	 ﾠthe	 ﾠpostulation	 ﾠ
that	 ﾠthis	 ﾠself-ﾭ‐portrait	 ﾠis	 ﾠone	 ﾠof	 ﾠthe	 ﾠfew	 ﾠartworks	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠartist	 ﾠreveals	 ﾠhis	 ﾠ
ideals	 ﾠrather	 ﾠthan	 ﾠhis	 ﾠoften-ﾭ‐depicted	 ﾠpublic	 ﾠpersona.	 ﾠThis	 ﾠis	 ﾠbecause	 ﾠDix	 ﾠwas	 ﾠ
later	 ﾠ in	 ﾠ his	 ﾠ career	 ﾠ contractually	 ﾠ bound	 ﾠ to	 ﾠ the	 ﾠ Nierendorf’s	 ﾠ –	 ﾠ the	 ﾠ influence	 ﾠ of	 ﾠ
which	 ﾠis	 ﾠdiscussed	 ﾠanon,	 ﾠthey	 ﾠcommissioned	 ﾠand	 ﾠperhaps	 ﾠeven	 ﾠdictated	 ﾠmuch	 ﾠof	 ﾠ
his	 ﾠearly	 ﾠwork.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠterms	 ﾠof	 ﾠcolour	 ﾠanalysis	 ﾠthe	 ﾠfoveal	 ﾠvision	 ﾠis	 ﾠdirected	 ﾠinitially	 ﾠto	 ﾠDix’s	 ﾠface	 ﾠand	 ﾠ
then	 ﾠto	 ﾠthe	 ﾠcarnation	 ﾠhe	 ﾠso	 ﾠtenderly	 ﾠholds.	 ﾠThis	 ﾠpurposeful	 ﾠdirection	 ﾠof	 ﾠthe	 ﾠfoveal	 ﾠ
vision	 ﾠ(centre	 ﾠof	 ﾠthe	 ﾠviewers	 ﾠgaze)	 ﾠrenders	 ﾠthe	 ﾠperipheral	 ﾠvision	 ﾠless	 ﾠobviously	 ﾠ
important.	 ﾠ The	 ﾠ use	 ﾠ of	 ﾠ such	 ﾠ multi-ﾭ‐focal	 ﾠ points	 ﾠ in	 ﾠ paintings	 ﾠ generally	 ﾠ acts	 ﾠ to	 ﾠ
subjugate	 ﾠthe	 ﾠbackground	 ﾠto	 ﾠa	 ﾠmere	 ﾠcollateral	 ﾠstate	 ﾠbecause	 ﾠthe	 ﾠartist	 ﾠrequires	 ﾠ
the	 ﾠviewer	 ﾠto	 ﾠfocus	 ﾠon	 ﾠthe	 ﾠsubject	 ﾠand	 ﾠits	 ﾠimmediate	 ﾠreality	 ﾠrather	 ﾠthan	 ﾠthat	 ﾠ
which	 ﾠ surrounds	 ﾠ it.	 ﾠ This	 ﾠ accords	 ﾠ with	 ﾠ much	 ﾠ of	 ﾠ the	 ﾠ earlier	 ﾠ analysis	 ﾠ on	 ﾠ this	 ﾠ
painting.	 ﾠDix	 ﾠutilises	 ﾠluminance	 ﾠto	 ﾠforce	 ﾠthe	 ﾠhuman	 ﾠvisual	 ﾠsystem	 ﾠto	 ﾠanalyse	 ﾠthe	 ﾠ
artwork	 ﾠin	 ﾠtwo	 ﾠregions	 ﾠ(on	 ﾠthe	 ﾠvisual	 ﾠsystem	 ﾠsee	 ﾠgenerally	 ﾠLivingstone	 ﾠ2002,	 ﾠ
p.61	 ﾠ –	 ﾠ 63)	 ﾠ namely	 ﾠ the	 ﾠ subject	 ﾠ and	 ﾠ then	 ﾠ the	 ﾠ background.	 ﾠ Although	 ﾠ not	 ﾠ as	 ﾠ
prominent	 ﾠ as	 ﾠ in	 ﾠ other	 ﾠ works	 ﾠ of	 ﾠ art,	 ﾠ the	 ﾠ artist	 ﾠ uses	 ﾠ artificial	 ﾠ lines	 ﾠ to	 ﾠ denote	 ﾠ
boundaries	 ﾠor	 ﾠborders	 ﾠbetween	 ﾠthe	 ﾠtwo	 ﾠregions	 ﾠthereby	 ﾠpurposefully	 ﾠseparating	 ﾠ
the	 ﾠsubject	 ﾠ(himself)	 ﾠfrom	 ﾠthe	 ﾠworld	 ﾠand	 ﾠtherefore	 ﾠthe	 ﾠworld	 ﾠfrom	 ﾠhimself.	 ﾠ	 ﾠ
	 ﾠ
By	 ﾠthis	 ﾠOtto	 ﾠDix	 ﾠseparates	 ﾠhis	 ﾠown	 ﾠideals	 ﾠ(proletariat)	 ﾠand	 ﾠthat	 ﾠwhich	 ﾠhe	 ﾠhad	 ﾠ
learnt	 ﾠ informally	 ﾠ from	 ﾠ those	 ﾠ that	 ﾠ surround	 ﾠ him	 ﾠ (bourgeoisie);	 ﾠ this	 ﾠ reassured	 ﾠ
self-ﾭ‐awareness	 ﾠ allows	 ﾠ the	 ﾠ artist	 ﾠ to	 ﾠ make	 ﾠ his	 ﾠ message	 ﾠ far	 ﾠ clearer.	 ﾠ What	 ﾠ is	 ﾠ
interesting	 ﾠfrom	 ﾠan	 ﾠeducation	 ﾠperspective	 ﾠis	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠit	 ﾠis	 ﾠat	 ﾠthis	 ﾠpoint	 ﾠthat	 ﾠ
Dix	 ﾠbegins	 ﾠto	 ﾠquestion	 ﾠformal	 ﾠeducation	 ﾠforthrightly	 ﾠthereby	 ﾠconfronting	 ﾠmatters	 ﾠ
of	 ﾠclass	 ﾠstructures,	 ﾠeconomics,	 ﾠequity	 ﾠand	 ﾠfairness.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠa	 ﾠletter	 ﾠto	 ﾠhis	 ﾠfriend	 ﾠHans	 ﾠBretschneider	 ﾠthe	 ﾠartist	 ﾠwrote	 ﾠ	 ﾠ
	 ﾠ	 ﾠ 129	 ﾠ
What	 ﾠ is	 ﾠ individual?	 ﾠ [Inserting	 ﾠ ego	 ﾠ into	 ﾠ nature].	 ﾠ Our	 ﾠ times	 ﾠ are	 ﾠ
egocentric	 ﾠ…	 ﾠ[right	 ﾠfrom	 ﾠthe]	 ﾠmost	 ﾠinsignificant	 ﾠstudent	 ﾠto	 ﾠthe	 ﾠmost	 ﾠ
famous	 ﾠmaster	 ﾠ…	 ﾠyou	 ﾠdeem	 ﾠmy	 ﾠpursuit	 ﾠof	 ﾠnature	 ﾠ…	 ﾠa	 ﾠstyle?	 ﾠIt	 ﾠis	 ﾠ…	 ﾠ
nobler	 ﾠ…	 ﾠto	 ﾠrestrain	 ﾠoneself	 ﾠand	 ﾠto	 ﾠjust	 ﾠsee	 ﾠnature	 ﾠwithout	 ﾠforcing	 ﾠ
one’s	 ﾠown	 ﾠego	 ﾠonto	 ﾠeverything?	 ﾠ…	 ﾠOf	 ﾠcourse,	 ﾠvery	 ﾠnature	 ﾠstudy	 ﾠthat	 ﾠI	 ﾠ
make	 ﾠbecomes	 ﾠa	 ﾠpersonal	 ﾠexperience	 ﾠ…	 ﾠone	 ﾠshould	 ﾠnot	 ﾠexperience	 ﾠtoo	 ﾠ
much	 ﾠ …	 ﾠ [copy	 ﾠ nature	 ﾠ like	 ﾠ an	 ﾠ amateur	 ﾠ to	 ﾠ lay	 ﾠ a	 ﾠ solid	 ﾠ foundation	 ﾠ on	 ﾠ
which	 ﾠyou	 ﾠcan	 ﾠlater	 ﾠbuild	 ﾠa	 ﾠhouse]	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.22).	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Gutbrod	 ﾠ argues	 ﾠ that	 ﾠ Dix	 ﾠ did	 ﾠ not	 ﾠ seek	 ﾠ to	 ﾠ express	 ﾠ his	 ﾠ inner-ﾭ‐self.	 ﾠ However,	 ﾠ the	 ﾠ
artist’s	 ﾠrepresentation	 ﾠof	 ﾠnature	 ﾠ(reality)	 ﾠis	 ﾠin	 ﾠessence	 ﾠa	 ﾠstatement	 ﾠof	 ﾠhis	 ﾠinner-ﾭ‐
self	 ﾠ and	 ﾠ that	 ﾠ which	 ﾠ he	 ﾠ perceives	 ﾠ as	 ﾠ universal.	 ﾠ This	 ﾠ becomes	 ﾠ metaphoric	 ﾠ
(symbolic)	 ﾠfor	 ﾠhis	 ﾠdiscontent	 ﾠwith	 ﾠcontemporary	 ﾠcultural,	 ﾠeconomic	 ﾠand	 ﾠsocial	 ﾠ
values	 ﾠand	 ﾠthe	 ﾠconstraints	 ﾠof	 ﾠformal	 ﾠeducation.	 ﾠWhat	 ﾠis	 ﾠclear	 ﾠis	 ﾠthat	 ﾠDix	 ﾠaccepts	 ﾠ
how	 ﾠ his	 ﾠ past	 ﾠ formal	 ﾠ and	 ﾠ informal	 ﾠ education	 ﾠ has	 ﾠ aided	 ﾠ him	 ﾠ to	 ﾠ acquire	 ﾠ and	 ﾠ
cultivate	 ﾠthe	 ﾠskills	 ﾠnecessary	 ﾠto	 ﾠbecome	 ﾠa	 ﾠskilled	 ﾠand	 ﾠsuccessful	 ﾠartist.	 ﾠTherefore,	 ﾠ
this	 ﾠletter	 ﾠsubstantiates	 ﾠthe	 ﾠacceptance	 ﾠof	 ﾠhis	 ﾠown	 ﾠnaivety	 ﾠin	 ﾠnot	 ﾠrealizing	 ﾠthe	 ﾠ
value	 ﾠof	 ﾠthe	 ﾠeducation	 ﾠhe	 ﾠreceived	 ﾠduring	 ﾠhis	 ﾠfour-ﾭ‐year	 ﾠapprenticeship	 ﾠwith	 ﾠthe	 ﾠ
decorative	 ﾠ painter	 ﾠ Master	 ﾠ Senff.	 ﾠ The	 ﾠ artist	 ﾠ through	 ﾠ his	 ﾠ strategic-ﾭ‐self	 ﾠ effects	 ﾠ a	 ﾠ
systematic	 ﾠ change	 ﾠ in	 ﾠ the	 ﾠ future	 ﾠ dynamics	 ﾠ of	 ﾠ his	 ﾠ life	 ﾠ by	 ﾠ actively	 ﾠ shaping	 ﾠ the	 ﾠ
trajectory	 ﾠof	 ﾠhis	 ﾠeducation.	 ﾠHere,	 ﾠreflection	 ﾠhas	 ﾠled	 ﾠto	 ﾠa	 ﾠsense	 ﾠof	 ﾠempowerment	 ﾠ
that	 ﾠmay	 ﾠnot	 ﾠnecessarily	 ﾠlead	 ﾠto	 ﾠcommercial	 ﾠsuccess	 ﾠbut	 ﾠa	 ﾠsense	 ﾠof	 ﾠachievement	 ﾠ
and	 ﾠ individual	 ﾠ responsibility;	 ﾠ and	 ﾠ perhaps	 ﾠ a	 ﾠ subconscious	 ﾠ desire	 ﾠ to	 ﾠ educate	 ﾠ
others.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ1912	 ﾠDix	 ﾠbecame	 ﾠthe	 ﾠstudent	 ﾠof	 ﾠProfessor	 ﾠRichard	 ﾠGuhr	 ﾠa	 ﾠsuccessful	 ﾠpainter	 ﾠ
and	 ﾠ sculptor.	 ﾠ The	 ﾠ professor	 ﾠ was	 ﾠ an	 ﾠ exaggerated	 ﾠ conservative	 ﾠ with	 ﾠ an	 ﾠ old	 ﾠ
fashioned	 ﾠstyle	 ﾠof	 ﾠteaching	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.22).	 ﾠDix	 ﾠcompleted	 ﾠhis	 ﾠtraining	 ﾠin	 ﾠ
figurative	 ﾠ drawing	 ﾠ under	 ﾠ Guhr,	 ﾠ who	 ﾠ later	 ﾠ went	 ﾠ on	 ﾠ to	 ﾠ take	 ﾠ a	 ﾠ pro-ﾭ‐Nazi	 ﾠ stance,	 ﾠ
attacking	 ﾠmodern	 ﾠart	 ﾠand	 ﾠartists,	 ﾠincluding	 ﾠDix,	 ﾠas	 ﾠbeing	 ﾠdegenerate.	 ﾠContrary	 ﾠto	 ﾠ
its	 ﾠpremise	 ﾠthis	 ﾠformal	 ﾠschooling	 ﾠreaffirms	 ﾠDix’s	 ﾠconfidence	 ﾠin	 ﾠhis	 ﾠartistic	 ﾠabilities	 ﾠ
and	 ﾠbeliefs;	 ﾠsomething	 ﾠthat	 ﾠis	 ﾠsupported	 ﾠby	 ﾠa	 ﾠletter	 ﾠbetween	 ﾠthe	 ﾠartist	 ﾠand	 ﾠHans	 ﾠ
Bretschneider	 ﾠcirca	 ﾠ1912	 ﾠ	 ﾠ	 ﾠ 130	 ﾠ
	 ﾠ
Lieber	 ﾠHans!	 ﾠ…	 ﾠIch	 ﾠmuß	 ﾠkämpfen,	 ﾠhungern	 ﾠund	 ﾠentsagen.	 ﾠUnd	 ﾠgerade	 ﾠ
das	 ﾠalles	 ﾠmacht	 ﾠmich	 ﾠfest	 ﾠund	 ﾠwiderstandsfähig.	 ﾠDu	 ﾠdenkst	 ﾠvielleicht,	 ﾠich	 ﾠ
habe	 ﾠguten	 ﾠStand	 ﾠbei	 ﾠden	 ﾠHerren	 ﾠProfessoren.	 ﾠEinige	 ﾠUrteile	 ﾠüber	 ﾠmich	 ﾠ
…	 ﾠ Professor	 ﾠ Mebert:	 ﾠ Es	 ﾠ liegt	 ﾠ viel	 ﾠ Persönliches	 ﾠ in	 ﾠ Ihrer	 ﾠ Arbeit,	 ﾠ die	 ﾠ
Farbstimmung	 ﾠist	 ﾠgut,	 ﾠaber	 ﾠbesser	 ﾠzeichnen,	 ﾠbesser	 ﾠzeichnen.	 ﾠProfessor	 ﾠ
Türk:	 ﾠEs	 ﾠhat	 ﾠRasse,	 ﾠaber	 ﾠschmieren	 ﾠSie	 ﾠbitte	 ﾠnicht	 ﾠso.	 ﾠDas	 ﾠheißt	 ﾠalles	 ﾠmit	 ﾠ
anderen	 ﾠ Worten.	 ﾠ Seien	 ﾠ Sie	 ﾠ brav	 ﾠ und	 ﾠ nicht	 ﾠ außergewöhnlich,	 ﾠ Sie	 ﾠ sind	 ﾠ
jedoch	 ﾠnich	 ﾠHandwerker	 ﾠund	 ﾠda	 ﾠmüssen	 ﾠSie	 ﾠden	 ﾠLeuten	 ﾠgefallen!	 ﾠ…	 ﾠAber	 ﾠ
merkst	 ﾠDu,	 ﾠdaß	 ﾠich	 ﾠdeswegen	 ﾠklage.	 ﾠNee	 ﾠdas	 ﾠmacht	 ﾠmich	 ﾠnur	 ﾠnoch	 ﾠfester.	 ﾠ
Translated	 ﾠas;	 ﾠDear	 ﾠHans!	 ﾠ…	 ﾠI	 ﾠhave	 ﾠto	 ﾠfight	 ﾠhunger	 ﾠand	 ﾠthe	 ﾠtemptation	 ﾠ
to	 ﾠgive	 ﾠup.	 ﾠAll	 ﾠthis	 ﾠmakes	 ﾠme	 ﾠ[more]	 ﾠdetermined	 ﾠand	 ﾠresilient.	 ﾠYou	 ﾠ
may	 ﾠthink	 ﾠthat	 ﾠI	 ﾠhave	 ﾠgood	 ﾠconditions	 ﾠwith	 ﾠmy	 ﾠProfessors,	 ﾠbut	 ﾠthey	 ﾠ
have	 ﾠjudgments	 ﾠabout	 ﾠme	 ﾠ…	 ﾠProfessor	 ﾠMebert	 ﾠstated;	 ﾠthere	 ﾠis	 ﾠmuch	 ﾠ
personal	 ﾠin	 ﾠyour	 ﾠwork,	 ﾠthe	 ﾠuse	 ﾠof	 ﾠcolour	 ﾠis	 ﾠgood	 ﾠhowever	 ﾠyou	 ﾠmust	 ﾠ
learn	 ﾠ to	 ﾠ draw	 ﾠ better.	 ﾠ Professor	 ﾠ Turk;	 ﾠ to	 ﾠ be	 ﾠ honest	 ﾠ you	 ﾠ are	 ﾠ not	 ﾠ an	 ﾠ
exceptional	 ﾠcraftsman	 ﾠ…	 ﾠyou	 ﾠhave	 ﾠto	 ﾠplease	 ﾠthe	 ﾠpeople!	 ﾠ…	 ﾠAlthough	 ﾠ
you	 ﾠmay	 ﾠthink	 ﾠI	 ﾠcomplain	 ﾠabout	 ﾠit	 ﾠ…	 ﾠbut	 ﾠthese	 ﾠcomments	 ﾠonly	 ﾠmake	 ﾠ
me	 ﾠstronger	 ﾠ(Lorenz	 ﾠ2000,	 ﾠp.267).	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
From	 ﾠ an	 ﾠ educational	 ﾠ perspective,	 ﾠ what	 ﾠ becomes	 ﾠ evident	 ﾠ is	 ﾠ the	 ﾠ intricate	 ﾠ
relationship	 ﾠ between	 ﾠ constructive	 ﾠ criticism	 ﾠ and	 ﾠ individual	 ﾠ confidence,	 ﾠ
determination	 ﾠand	 ﾠcontinual	 ﾠself-ﾭ‐reflection.	 ﾠThe	 ﾠevidence	 ﾠthis	 ﾠfar	 ﾠshows	 ﾠthese	 ﾠ
educational	 ﾠinfluences	 ﾠwere	 ﾠimpacting	 ﾠon	 ﾠthe	 ﾠdevelopment	 ﾠof	 ﾠDix’s	 ﾠself	 ﾠand	 ﾠhow	 ﾠ
his	 ﾠstrategic-ﾭ‐self	 ﾠwas	 ﾠnavigating	 ﾠthrough	 ﾠthe	 ﾠmilieu	 ﾠof	 ﾠlife.	 ﾠInterestingly	 ﾠthe	 ﾠartist	 ﾠ
responded	 ﾠto	 ﾠnegative	 ﾠfeedback	 ﾠwith	 ﾠeven	 ﾠgreater	 ﾠdetermination	 ﾠin	 ﾠhis	 ﾠchosen	 ﾠ
path.	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠis	 ﾠpostulated	 ﾠthat	 ﾠDix’s	 ﾠhome	 ﾠand	 ﾠeducational	 ﾠlife	 ﾠwas	 ﾠinsecure	 ﾠand	 ﾠtherefore	 ﾠ
he	 ﾠsought	 ﾠorder	 ﾠand	 ﾠstructure.	 ﾠCircumstantially	 ﾠat	 ﾠleast,	 ﾠcurrent	 ﾠdocumentary	 ﾠ
evidence	 ﾠ suggests	 ﾠ a	 ﾠ distinct	 ﾠ lack	 ﾠ of	 ﾠ parental,	 ﾠ more	 ﾠ so	 ﾠ paternal,	 ﾠ structure	 ﾠ and	 ﾠ
support	 ﾠfor	 ﾠthe	 ﾠprofession	 ﾠthe	 ﾠartist	 ﾠhad	 ﾠchosen	 ﾠto	 ﾠenter.	 ﾠThis	 ﾠled	 ﾠhim	 ﾠto	 ﾠseek	 ﾠthis	 ﾠ
externally	 ﾠ–	 ﾠphilosophically	 ﾠand	 ﾠspiritually.	 ﾠPerhaps	 ﾠthis	 ﾠis	 ﾠwhy	 ﾠthe	 ﾠphilosopher	 ﾠ	 ﾠ 131	 ﾠ
Frederick	 ﾠNietzsche	 ﾠhad	 ﾠsuch	 ﾠa	 ﾠprofound	 ﾠand	 ﾠguiding	 ﾠeffect	 ﾠon	 ﾠthe	 ﾠyoung	 ﾠresilient	 ﾠ
yet	 ﾠinsecure	 ﾠDix.	 ﾠThe	 ﾠartist,	 ﾠlike	 ﾠmany	 ﾠof	 ﾠhis	 ﾠcontemporaries,	 ﾠstudied	 ﾠNietzsche’s	 ﾠ
works	 ﾠespecially	 ﾠDie	 ﾠFröhliche	 ﾠWissenschaft	 ﾠ(The	 ﾠGay	 ﾠScience)	 ﾠand	 ﾠAlso	 ﾠSprach	 ﾠ
Zarathustra	 ﾠ(Thus	 ﾠSpoke	 ﾠZarathustra)	 ﾠboth	 ﾠof	 ﾠwhich	 ﾠhe	 ﾠ(and	 ﾠhis	 ﾠfriends)	 ﾠowned	 ﾠ
and	 ﾠ annotated	 ﾠ (Schubert	 ﾠ 1981	 ﾠ –	 ﾠ 1982;	 ﾠ Schubert	 ﾠ 2010,	 ﾠ p.33,	 ﾠ and	 ﾠ Conzelmann	 ﾠ
1983,	 ﾠ p.211	 ﾠ –	 ﾠ 51);	 ﾠ letter	 ﾠ between	 ﾠ Dix	 ﾠ and	 ﾠ his	 ﾠ friend	 ﾠ Hans	 ﾠ Bretschnieder	 ﾠ
evidences	 ﾠthis	 ﾠfact.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠan	 ﾠinterview	 ﾠwith	 ﾠMaria	 ﾠWetzel	 ﾠin	 ﾠ1965	 ﾠDix	 ﾠrestated	 ﾠhis	 ﾠsentiments	 ﾠthat	 ﾠthe	 ﾠ
Nazi’s	 ﾠhad	 ﾠmisinterpreted	 ﾠNietzschean	 ﾠdrive	 ﾠ(Bröhan	 ﾠ2007,	 ﾠp.18)	 ﾠbecause	 ﾠthey	 ﾠ
stood	 ﾠ for	 ﾠ liberation	 ﾠ of	 ﾠ ideology	 ﾠ through	 ﾠ individual	 ﾠ creativity	 ﾠ and	 ﾠ stood	 ﾠ
vehemently	 ﾠagainst	 ﾠand	 ﾠnot	 ﾠfor	 ﾠmilitarism	 ﾠbetween	 ﾠthe	 ﾠclasses.	 ﾠGutbrod	 ﾠ(2010,	 ﾠ
p.26)	 ﾠ attributes	 ﾠ this	 ﾠ to	 ﾠ Nietzsche’s	 ﾠ sister,	 ﾠ Elisabeth	 ﾠ Förster-ﾭ‐Nietzsche,	 ﾠ who	 ﾠ
distorted	 ﾠand	 ﾠforged	 ﾠthe	 ﾠwritings	 ﾠcreating	 ﾠa	 ﾠchauvinistic,	 ﾠnationalist	 ﾠand	 ﾠracist	 ﾠ
ideology.	 ﾠIn	 ﾠThe	 ﾠBirth	 ﾠof	 ﾠTragedy	 ﾠ(1872)	 ﾠNietzsche	 ﾠin	 ﾠhis	 ﾠaesthetic	 ﾠexplores	 ﾠand	 ﾠ
juxtaposes	 ﾠthe	 ﾠrelationship	 ﾠbetween	 ﾠApollonian	 ﾠand	 ﾠDionysian	 ﾠstates	 ﾠof	 ﾠtragedy	 ﾠ
against	 ﾠthe	 ﾠposition	 ﾠof	 ﾠthe	 ﾠartist.	 ﾠFrom	 ﾠNietzsche’s	 ﾠperspective	 ﾠthe	 ﾠartist	 ﾠcan	 ﾠonly	 ﾠ
ever	 ﾠ attempt	 ﾠ to	 ﾠ order	 ﾠ (Apollonian)	 ﾠ their	 ﾠ unjust	 ﾠ (Dionysian)	 ﾠ fate	 ﾠ through	 ﾠ
kunsttrieben	 ﾠ(artistic	 ﾠimpulses)	 ﾠhowever	 ﾠwith	 ﾠlittle	 ﾠsubsequent	 ﾠsuccess.	 ﾠNietzsche	 ﾠ
argued	 ﾠthat	 ﾠthe	 ﾠresult	 ﾠof	 ﾠthis	 ﾠwas	 ﾠto	 ﾠallow	 ﾠthe	 ﾠviewer	 ﾠto	 ﾠsense	 ﾠthe	 ﾠunderlying	 ﾠ
essence	 ﾠof	 ﾠthe	 ﾠrepresentation,	 ﾠin	 ﾠother	 ﾠwords	 ﾠthis	 ﾠwas	 ﾠthe	 ﾠclosest	 ﾠone	 ﾠcould	 ﾠget	 ﾠto	 ﾠ
experience	 ﾠsomething	 ﾠwithout	 ﾠhaving	 ﾠto	 ﾠfactually	 ﾠexperience	 ﾠit,	 ﾠeven	 ﾠthough	 ﾠhe	 ﾠ
later	 ﾠ acknowledged	 ﾠ that	 ﾠ such	 ﾠ a	 ﾠ position	 ﾠ is,	 ﾠ for	 ﾠ various	 ﾠ reasons,	 ﾠ untenable.	 ﾠ
Nietzsche	 ﾠargued	 ﾠthat	 ﾠApollonian	 ﾠideals	 ﾠact	 ﾠto	 ﾠpromote	 ﾠcritical	 ﾠdistance	 ﾠand	 ﾠit	 ﾠis	 ﾠ
that	 ﾠwhich	 ﾠseparates	 ﾠthe	 ﾠindividual	 ﾠfrom	 ﾠtheir	 ﾠinnermost	 ﾠemotions.	 ﾠIn	 ﾠcontrast,	 ﾠ
he	 ﾠargued	 ﾠthat	 ﾠDionysian	 ﾠideals	 ﾠembrace	 ﾠthe	 ﾠchaos	 ﾠof	 ﾠlife	 ﾠwith	 ﾠthe	 ﾠhighest	 ﾠregard	 ﾠ
given	 ﾠto	 ﾠexperience.	 ﾠDix	 ﾠseemed	 ﾠto	 ﾠrelate	 ﾠwith	 ﾠthis,	 ﾠsomething	 ﾠthat	 ﾠis	 ﾠevidenced	 ﾠ
by,	 ﾠamongst	 ﾠother	 ﾠthings,	 ﾠhis	 ﾠletter	 ﾠto	 ﾠOtto	 ﾠBaumgärtel	 ﾠwhere	 ﾠhe	 ﾠwrote	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠdisharmony	 ﾠwith	 ﾠthe	 ﾠinfinite	 ﾠ(Schubert	 ﾠ2010,	 ﾠp.33).	 ﾠ	 ﾠ
	 ﾠ
At	 ﾠthis	 ﾠstage	 ﾠDix	 ﾠbegan	 ﾠto	 ﾠperceive	 ﾠthe	 ﾠworld	 ﾠas	 ﾠan	 ﾠirreconcilable	 ﾠmonster	 ﾠforce	 ﾠ
that	 ﾠwent	 ﾠbeyond	 ﾠgood	 ﾠand	 ﾠevil	 ﾠin	 ﾠan	 ﾠeternal	 ﾠcycle	 ﾠof	 ﾠlife	 ﾠand	 ﾠdeath	 ﾠ(Bröhan	 ﾠ2007,	 ﾠ	 ﾠ 132	 ﾠ
p.18).	 ﾠ Kurt	 ﾠ Lohse,	 ﾠ a	 ﾠ friend	 ﾠ of	 ﾠ Dix,	 ﾠ portrayed	 ﾠ him	 ﾠ as	 ﾠ someone	 ﾠ with	 ﾠ an	 ﾠ ardent	 ﾠ
Nietzschean	 ﾠ drive	 ﾠ (Schubert	 ﾠ 2010,	 ﾠ p.35).	 ﾠ Lohse	 ﾠ later	 ﾠ became	 ﾠ Lieutenant	 ﾠ and	 ﾠ
survived	 ﾠthe	 ﾠwar	 ﾠ(Schubert	 ﾠ2010,	 ﾠp.35).	 ﾠThe	 ﾠinfluence	 ﾠof	 ﾠNietzsche	 ﾠon	 ﾠDix’s	 ﾠlife	 ﾠ
including	 ﾠhis	 ﾠeducation	 ﾠis	 ﾠevident	 ﾠfrom	 ﾠcomments	 ﾠmade	 ﾠby	 ﾠthe	 ﾠartist	 ﾠduring	 ﾠhis	 ﾠ
lifetime	 ﾠin	 ﾠan	 ﾠattempt	 ﾠto	 ﾠcontextualise	 ﾠhis	 ﾠlife,	 ﾠDix	 ﾠstates	 ﾠ	 ﾠ
	 ﾠ
I	 ﾠam	 ﾠa	 ﾠrealist.	 ﾠI	 ﾠmust	 ﾠsee	 ﾠeverything.	 ﾠI	 ﾠmust	 ﾠexperience	 ﾠall	 ﾠof	 ﾠlife’s	 ﾠ
abysses	 ﾠfor	 ﾠmyself	 ﾠ[therefore]	 ﾠ…	 ﾠI	 ﾠam	 ﾠnot	 ﾠa	 ﾠpacifist	 ﾠ(Otto	 ﾠDix	 ﾠ1963	 ﾠin	 ﾠ
Gutbrod,	 ﾠ2010,	 ﾠpp.34	 ﾠand	 ﾠ74).	 ﾠ
	 ﾠ	 ﾠ
Further	 ﾠ proof	 ﾠ of	 ﾠ Dix’s	 ﾠ Nietzschean	 ﾠ drive	 ﾠ comes	 ﾠ in	 ﾠ the	 ﾠ form	 ﾠ of	 ﾠ his	 ﾠ actions	 ﾠ for	 ﾠ
example	 ﾠ in	 ﾠ relation	 ﾠ to	 ﾠ the	 ﾠ outbreak	 ﾠ of	 ﾠ World	 ﾠ War	 ﾠ I.	 ﾠ In	 ﾠ 1914	 ﾠ Germany	 ﾠ had	 ﾠ
violated	 ﾠ International	 ﾠ law	 ﾠ by	 ﾠ invading	 ﾠ Belgium	 ﾠ without	 ﾠ a	 ﾠ declaration	 ﾠ or	 ﾠ war.	 ﾠ
Kaiser	 ﾠ Wilhelm	 ﾠ II	 ﾠ believed	 ﾠ Germany	 ﾠ to	 ﾠ be	 ﾠ surrounded	 ﾠ by	 ﾠ imminent	 ﾠ threat	 ﾠ
(Gutbrod	 ﾠ 2010,	 ﾠ p.31).	 ﾠ Following	 ﾠ conscription	 ﾠ as	 ﾠ a	 ﾠ replacement	 ﾠ reservist	 ﾠ Dix,	 ﾠ
armed	 ﾠwith	 ﾠthe	 ﾠworks	 ﾠof	 ﾠFrederick	 ﾠNietzsche,	 ﾠvolunteered	 ﾠfor	 ﾠthe	 ﾠGerman	 ﾠarmy	 ﾠ
and	 ﾠjoined	 ﾠthe	 ﾠfield	 ﾠartillery	 ﾠregiment	 ﾠin	 ﾠDresden.	 ﾠIt	 ﾠis	 ﾠargued	 ﾠthat	 ﾠthose	 ﾠthat	 ﾠ
volunteered	 ﾠfor	 ﾠthe	 ﾠarmy	 ﾠdid	 ﾠso	 ﾠbecause	 ﾠthey	 ﾠbelieved	 ﾠthat	 ﾠself-ﾭ‐defence,	 ﾠhere	 ﾠit	 ﾠ
was	 ﾠthe	 ﾠdefence	 ﾠof	 ﾠthe	 ﾠWilhelmine	 ﾠEmpire	 ﾠfrom	 ﾠEngland,	 ﾠFrance	 ﾠand	 ﾠRussia,	 ﾠwas	 ﾠ
legitimate	 ﾠand	 ﾠthis	 ﾠwas	 ﾠvery	 ﾠmuch	 ﾠin	 ﾠline	 ﾠwith	 ﾠthe	 ﾠpopular	 ﾠNietzschean	 ﾠconcepts	 ﾠ
of	 ﾠwill	 ﾠto	 ﾠpower	 ﾠ(wille	 ﾠzur	 ﾠmacht),	 ﾠdie	 ﾠand	 ﾠbecome	 ﾠ(stirb	 ﾠund	 ﾠwerde)	 ﾠand	 ﾠself-ﾭ‐
transcendence.	 ﾠ Whether	 ﾠ the	 ﾠ latter	 ﾠ can	 ﾠ be	 ﾠ said	 ﾠ for	 ﾠ Dix	 ﾠ is	 ﾠ pure	 ﾠ speculation.	 ﾠ
However,	 ﾠ he	 ﾠ had	 ﾠ produced	 ﾠ in	 ﾠ that	 ﾠ same	 ﾠ year	 ﾠ the	 ﾠ second	 ﾠ of	 ﾠ the	 ﾠ only	 ﾠ two	 ﾠ
sculptures	 ﾠ Dix	 ﾠ is	 ﾠ recorded	 ﾠ as	 ﾠ ever	 ﾠ having	 ﾠ produced;	 ﾠ two	 ﾠ busts	 ﾠ of	 ﾠ Frederick	 ﾠ
Nietzsche	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ25).	 ﾠThis	 ﾠprovides	 ﾠsome	 ﾠevidence	 ﾠof	 ﾠthe	 ﾠideals	 ﾠ
that	 ﾠmay	 ﾠhave	 ﾠencouraged	 ﾠDix	 ﾠto	 ﾠjoin	 ﾠthe	 ﾠarmy.	 ﾠ	 ﾠ
	 ﾠ
Ulfers,	 ﾠ and	 ﾠ Cohen	 ﾠ (2007,	 ﾠ p.6)	 ﾠ suggest	 ﾠ that	 ﾠ Dix	 ﾠ created	 ﾠ two	 ﾠ busts	 ﾠ of	 ﾠ the	 ﾠ
philosopher	 ﾠFrederick	 ﾠNietzsche,	 ﾠLöffler	 ﾠ(1960,	 ﾠp.)	 ﾠsuggests	 ﾠthat	 ﾠonly	 ﾠone	 ﾠwas	 ﾠ
ever	 ﾠproduced.	 ﾠUlfers	 ﾠand	 ﾠCohen	 ﾠstate	 ﾠthat	 ﾠthe	 ﾠfirst	 ﾠbust	 ﾠwas	 ﾠproduced	 ﾠin	 ﾠ1904.	 ﾠ
The	 ﾠsecond,	 ﾠof	 ﾠwhich	 ﾠthere	 ﾠis	 ﾠmore	 ﾠevidence	 ﾠwas	 ﾠproduced	 ﾠin	 ﾠ1912	 ﾠand	 ﾠwas	 ﾠ
originally	 ﾠbought	 ﾠby	 ﾠPaul	 ﾠFerdinand	 ﾠSchmidt	 ﾠfor	 ﾠthe	 ﾠDresden	 ﾠStadtmuseum	 ﾠbut	 ﾠ
was	 ﾠseized	 ﾠby	 ﾠthe	 ﾠNazi’s	 ﾠin	 ﾠ1937	 ﾠas	 ﾠbeing	 ﾠdegenerate,	 ﾠit	 ﾠwas	 ﾠauctioned	 ﾠin	 ﾠ1939	 ﾠat	 ﾠ	 ﾠ 133	 ﾠ
the	 ﾠFischer	 ﾠAuction	 ﾠHouse	 ﾠin	 ﾠLucerne	 ﾠat	 ﾠan	 ﾠanti-ﾭ‐Nazi	 ﾠart	 ﾠauction.	 ﾠThe	 ﾠbust	 ﾠhas	 ﾠ
never	 ﾠ been	 ﾠ seen	 ﾠ since.	 ﾠ The	 ﾠ two	 ﾠ most	 ﾠ likely	 ﾠ outcomes	 ﾠ are	 ﾠ that	 ﾠ it	 ﾠ was	 ﾠ either	 ﾠ
destroyed	 ﾠ in	 ﾠ the	 ﾠ war	 ﾠ or	 ﾠ it	 ﾠ is	 ﾠ in	 ﾠ the	 ﾠ hands	 ﾠ of	 ﾠ a	 ﾠ private	 ﾠ collector.	 ﾠ Peters	 ﾠ also	 ﾠ
confirms	 ﾠthe	 ﾠauction	 ﾠdates	 ﾠin	 ﾠhis	 ﾠarticle	 ﾠ(2010,	 ﾠp.17).	 ﾠ	 ﾠ
	 ﾠ
Bröhan	 ﾠ (2007,	 ﾠ p.16)	 ﾠ describes	 ﾠ Dix’s	 ﾠ Nietzschean	 ﾠ bust	 ﾠ as	 ﾠ being	 ﾠ two	 ﾠ feet	 ﾠ high	 ﾠ
(sixty	 ﾠcentimeters)	 ﾠand	 ﾠdark	 ﾠgreen	 ﾠwhilst	 ﾠGutrbod	 ﾠ(2010)	 ﾠstates	 ﾠit	 ﾠwas	 ﾠsixty-ﾭ‐eight	 ﾠ
centimetres	 ﾠ (2.2	 ﾠ feet)	 ﾠ high	 ﾠ and	 ﾠ green	 ﾠ tinted.	 ﾠ The	 ﾠ statue	 ﾠ bears	 ﾠ striking	 ﾠ
resemblance	 ﾠto	 ﾠNietzsche	 ﾠbut	 ﾠalso	 ﾠto	 ﾠErnst	 ﾠFranz	 ﾠDix	 ﾠthe	 ﾠartist’s	 ﾠfather.	 ﾠSome	 ﾠ
parallels	 ﾠcan	 ﾠbe	 ﾠdrawn	 ﾠbetween	 ﾠthe	 ﾠbust	 ﾠand	 ﾠOtto	 ﾠDix’s	 ﾠself-ﾭ‐portrait;	 ﾠSelbstbildnis	 ﾠ
als	 ﾠSoldat	 ﾠ(Self-ﾭ‐Portrait	 ﾠas	 ﾠa	 ﾠSoldier)	 ﾠ(1914)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ13).	 ﾠIt	 ﾠis	 ﾠ
postulated	 ﾠ that	 ﾠ the	 ﾠ bust	 ﾠ actually	 ﾠ represents	 ﾠ far	 ﾠ more	 ﾠ than	 ﾠ the	 ﾠ explanations	 ﾠ
currently	 ﾠattributed	 ﾠto	 ﾠit.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠvisual	 ﾠsemiotics	 ﾠof	 ﾠBarthes	 ﾠ(1973,	 ﾠ1977),	 ﾠalthough	 ﾠprimarily	 ﾠused	 ﾠfor	 ﾠthe	 ﾠ
interpretation	 ﾠ of	 ﾠ the	 ﾠ two-ﾭ‐dimensional	 ﾠ image	 ﾠ (paintings)	 ﾠ can	 ﾠ also	 ﾠ lend	 ﾠ further	 ﾠ
insight	 ﾠ into	 ﾠ the	 ﾠ three-ﾭ‐dimensional	 ﾠ object	 ﾠ (statues).	 ﾠ Iconologically,	 ﾠ the	 ﾠ bust	 ﾠ
purports	 ﾠto	 ﾠrepresent	 ﾠthe	 ﾠGerman	 ﾠphilosopher	 ﾠFrederick	 ﾠNietzsche.	 ﾠHowever,	 ﾠthe	 ﾠ
ideals	 ﾠ and	 ﾠ values	 ﾠ represented	 ﾠ through	 ﾠ it	 ﾠ are	 ﾠ not	 ﾠ completely	 ﾠ connected	 ﾠ to	 ﾠ
Nietzsche.	 ﾠDix	 ﾠcleverly	 ﾠcombines	 ﾠthree	 ﾠdistinct	 ﾠdimensions	 ﾠin	 ﾠthis	 ﾠbust	 ﾠor	 ﾠthree	 ﾠ
facets	 ﾠof	 ﾠhis	 ﾠstrategic-ﾭ‐self.	 ﾠThe	 ﾠbust	 ﾠcan	 ﾠbe	 ﾠconsidered	 ﾠas	 ﾠa	 ﾠthree-ﾭ‐dimensional	 ﾠself-ﾭ‐
portrait.	 ﾠ The	 ﾠ first	 ﾠ dimension	 ﾠ is	 ﾠ the	 ﾠ immortalization	 ﾠ of	 ﾠ his	 ﾠ Nietzschean-ﾭ‐self	 ﾠ
(Dionysian	 ﾠdrive),	 ﾠthe	 ﾠsecond	 ﾠis	 ﾠthe	 ﾠdenunciation	 ﾠof	 ﾠideals	 ﾠresulting	 ﾠin	 ﾠconflict	 ﾠat	 ﾠ
many	 ﾠlevels	 ﾠ(idealism	 ﾠ–	 ﾠadoption	 ﾠof	 ﾠNietzsche	 ﾠas	 ﾠthe	 ﾠpaternal	 ﾠfigure,	 ﾠhis	 ﾠfather’s	 ﾠ
ideals	 ﾠor	 ﾠeven	 ﾠperhaps	 ﾠthose	 ﾠof	 ﾠthe	 ﾠGerman	 ﾠbourgeoisie	 ﾠand	 ﾠthe	 ﾠInternational	 ﾠ
community)	 ﾠand	 ﾠthe	 ﾠthird	 ﾠis	 ﾠDix	 ﾠas	 ﾠthe	 ﾠMazdaznanite	 ﾠ–	 ﾠa	 ﾠrepresentation	 ﾠof	 ﾠhis	 ﾠ
spiritual-ﾭ‐self.	 ﾠIconography	 ﾠforces	 ﾠthe	 ﾠquestioning	 ﾠof	 ﾠthe	 ﾠcultural	 ﾠand	 ﾠhistorical	 ﾠ
context	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠobject	 ﾠwas	 ﾠproduced;	 ﾠthe	 ﾠbust	 ﾠwas	 ﾠcreated	 ﾠat	 ﾠa	 ﾠtime	 ﾠwhen	 ﾠ
Nietzschean	 ﾠ philosophy	 ﾠ was	 ﾠ popular	 ﾠ amongst	 ﾠ German	 ﾠ society	 ﾠ even	 ﾠ with	 ﾠ the	 ﾠ
Nazi’s,	 ﾠ as	 ﾠ discussed	 ﾠ earlier	 ﾠ –	 ﾠ Nietzsche’s	 ﾠ The	 ﾠ Gay	 ﾠ Science,	 ﾠThus	 ﾠ Spoke	 ﾠ
Zarathustra	 ﾠand	 ﾠHuman,	 ﾠAll	 ﾠToo	 ﾠHuman	 ﾠwere	 ﾠvery	 ﾠpopular	 ﾠat	 ﾠaround	 ﾠthe	 ﾠsame	 ﾠ
time	 ﾠthe	 ﾠwar	 ﾠbroke	 ﾠout	 ﾠ(Van	 ﾠDyke	 ﾠ2010,	 ﾠpp.183	 ﾠ–	 ﾠ184;	 ﾠGutbrod	 ﾠ2010,	 ﾠp.27).	 ﾠAt	 ﾠ	 ﾠ 134	 ﾠ
around	 ﾠthe	 ﾠsame	 ﾠtime	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠalso	 ﾠstudying	 ﾠthe	 ﾠplastic	 ﾠarts	 ﾠ(Jena	 ﾠ2000,	 ﾠ
p.41).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠdenoted	 ﾠsymbolic	 ﾠmessage	 ﾠin	 ﾠthis	 ﾠartwork	 ﾠrelates	 ﾠto	 ﾠthe	 ﾠcombination	 ﾠof	 ﾠan	 ﾠ
image	 ﾠthat	 ﾠrepresents	 ﾠNietzschean	 ﾠphilosophy	 ﾠand	 ﾠacceptance	 ﾠof	 ﾠthe	 ﾠphilosopher	 ﾠ
in	 ﾠa	 ﾠpaternal	 ﾠrole	 ﾠbecause	 ﾠthe	 ﾠparallel	 ﾠbetween	 ﾠthe	 ﾠphysical	 ﾠfeatures	 ﾠof	 ﾠthe	 ﾠtwo	 ﾠ
men	 ﾠfor	 ﾠinstance	 ﾠthe	 ﾠdefined	 ﾠfacial	 ﾠstructure,	 ﾠprominent	 ﾠnose	 ﾠand	 ﾠmoustache	 ﾠas	 ﾠ
depicted	 ﾠin	 ﾠDie	 ﾠEltern	 ﾠdes	 ﾠKünstlers	 ﾠI	 ﾠ(Portrait	 ﾠof	 ﾠMy	 ﾠParents	 ﾠI)	 ﾠ(1921)	 ﾠand	 ﾠDie	 ﾠ
Eltern	 ﾠdes	 ﾠKünstlers	 ﾠII	 ﾠ(Portrait	 ﾠof	 ﾠMy	 ﾠParents	 ﾠII)	 ﾠ(1922)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigures	 ﾠ
11	 ﾠand	 ﾠ12).	 ﾠFurthermore,	 ﾠthe	 ﾠbust	 ﾠlunges	 ﾠforward,	 ﾠthis	 ﾠdenotes	 ﾠa	 ﾠmove,	 ﾠat	 ﾠleast	 ﾠ
spiritually,	 ﾠtowards	 ﾠthe	 ﾠfuture	 ﾠand	 ﾠthe	 ﾠartist’s	 ﾠinner	 ﾠconnection	 ﾠwith	 ﾠNietzsche	 ﾠan	 ﾠ
argument	 ﾠoriginally	 ﾠonly	 ﾠposed	 ﾠin	 ﾠrelation	 ﾠto	 ﾠDix’s	 ﾠSelbstbildnis	 ﾠals	 ﾠSoldat	 ﾠ(Self-ﾭ‐
Portrait	 ﾠ as	 ﾠ a	 ﾠ Soldier)	 ﾠ (1914)	 ﾠ (Schubert	 ﾠ 2012,	 ﾠ p.35).	 ﾠ From	 ﾠ a	 ﾠ social	 ﾠ semiotic	 ﾠ
perspective	 ﾠthe	 ﾠbust	 ﾠis	 ﾠa	 ﾠfull	 ﾠfrontal	 ﾠsculpture	 ﾠof	 ﾠthe	 ﾠhead,	 ﾠwhich	 ﾠis	 ﾠthrusting	 ﾠ
forward	 ﾠand	 ﾠlooking	 ﾠdirectly	 ﾠat	 ﾠthe	 ﾠviewer	 ﾠ–	 ﾠthis	 ﾠrepresents	 ﾠaffiliation,	 ﾠdemand	 ﾠ
and	 ﾠ equality	 ﾠ (Goffman	 ﾠ 1979;	 ﾠ Bell	 ﾠ et	 ﾠ al	 ﾠ 1982).	 ﾠ This	 ﾠ also	 ﾠ denotes	 ﾠ purification,	 ﾠ
power,	 ﾠtruth	 ﾠand	 ﾠGerman	 ﾠhegemony.	 ﾠThe	 ﾠphilosopher	 ﾠengages	 ﾠdirectly	 ﾠwith	 ﾠthe	 ﾠ
viewer	 ﾠforcing	 ﾠthem	 ﾠto	 ﾠquestion	 ﾠtheir	 ﾠideals	 ﾠor	 ﾠthe	 ﾠmanner	 ﾠin	 ﾠwhich	 ﾠsuch	 ﾠgeneral	 ﾠ
ideals	 ﾠare	 ﾠpresented	 ﾠto	 ﾠthem;	 ﾠboth	 ﾠat	 ﾠa	 ﾠdomestic	 ﾠ(Germany)	 ﾠand	 ﾠinternational	 ﾠ
level.	 ﾠ In	 ﾠ so	 ﾠ doing	 ﾠ the	 ﾠ artist	 ﾠ assumes	 ﾠ the	 ﾠ position	 ﾠ of	 ﾠ the	 ﾠ idealist	 ﾠ –	 ﾠ demanding	 ﾠ
debate	 ﾠon	 ﾠissues	 ﾠsuch	 ﾠas	 ﾠequality,	 ﾠthe	 ﾠimposition	 ﾠof	 ﾠideals	 ﾠand	 ﾠsocio-ﾭ‐economic	 ﾠ
restraints.	 ﾠThe	 ﾠbust	 ﾠwas	 ﾠgreen,	 ﾠor	 ﾠtinted	 ﾠgreen,	 ﾠthis	 ﾠmakes	 ﾠthe	 ﾠsculpture	 ﾠmore	 ﾠ
real	 ﾠby	 ﾠgiving	 ﾠit	 ﾠadditional	 ﾠdimension.	 ﾠPerhaps,	 ﾠthe	 ﾠbust	 ﾠwas	 ﾠunfinished	 ﾠ–	 ﾠit	 ﾠis	 ﾠa	 ﾠ
common	 ﾠpractice	 ﾠto	 ﾠundercoat	 ﾠwhat	 ﾠwill	 ﾠlater	 ﾠbecome	 ﾠhuman	 ﾠflesh	 ﾠwith	 ﾠgreen	 ﾠ
paint	 ﾠbefore	 ﾠreal	 ﾠflesh-ﾭ‐like	 ﾠtones	 ﾠcan	 ﾠbe	 ﾠachieved.	 ﾠIf	 ﾠthe	 ﾠlatter	 ﾠis	 ﾠthe	 ﾠcase	 ﾠthen	 ﾠthe	 ﾠ
artist	 ﾠis	 ﾠmerely	 ﾠfollowing	 ﾠestablished	 ﾠprinciples	 ﾠof	 ﾠpainting	 ﾠbut	 ﾠreapplying	 ﾠthem	 ﾠ
to	 ﾠsculpture.	 ﾠIt	 ﾠwas	 ﾠa	 ﾠsizeable	 ﾠpiece	 ﾠof	 ﾠartwork	 ﾠand	 ﾠthus	 ﾠits	 ﾠimpact	 ﾠeven	 ﾠmore	 ﾠ
acute.	 ﾠGay	 ﾠprovides	 ﾠan	 ﾠinsightful	 ﾠdescription	 ﾠof	 ﾠGermany	 ﾠin	 ﾠAugust	 ﾠ1914;	 ﾠthis	 ﾠ
supports	 ﾠthe	 ﾠanalysis	 ﾠjust	 ﾠpresented,	 ﾠwhere	 ﾠhe	 ﾠstates	 ﾠthat	 ﾠ
	 ﾠ
the	 ﾠWestern	 ﾠworld	 ﾠhad	 ﾠexperienced	 ﾠa	 ﾠwar	 ﾠpsychosis:	 ﾠthe	 ﾠwar	 ﾠseemed	 ﾠ
a	 ﾠ release	 ﾠ from	 ﾠ boredom,	 ﾠ an	 ﾠ invitation	 ﾠ to	 ﾠ heroism,	 ﾠ a	 ﾠ remedy	 ﾠ for	 ﾠ
decadence	 ﾠ …	 ﾠ in	 ﾠ Germany	 ﾠ …	 ﾠ this	 ﾠ psychosis	 ﾠ reached	 ﾠ heights	 ﾠ of	 ﾠ	 ﾠ 135	 ﾠ
absurdity	 ﾠ…	 ﾠthe	 ﾠoverage,	 ﾠthe	 ﾠadolescent	 ﾠ[and]	 ﾠthe	 ﾠunfit	 ﾠvolunteered	 ﾠ
with	 ﾠ pure	 ﾠ joy	 ﾠ …	 ﾠ [they]	 ﾠ went	 ﾠ to	 ﾠ death	 ﾠ filled	 ﾠ with	 ﾠ their	 ﾠ mission	 ﾠ
[because]	 ﾠthe	 ﾠwar	 ﾠoffered	 ﾠpurification,	 ﾠliberation	 ﾠand	 ﾠenormous	 ﾠhope	 ﾠ
…	 ﾠ [where]	 ﾠ only	 ﾠ victory	 ﾠ at	 ﾠ any	 ﾠ price	 ﾠ could	 ﾠ give	 ﾠ life	 ﾠ a	 ﾠ meaning	 ﾠ …	 ﾠ
Germans	 ﾠalone	 ﾠwere	 ﾠtruthful,	 ﾠauthentic,	 ﾠmanly	 ﾠ[and]	 ﾠobjective	 ﾠ(2001,	 ﾠ
p.11).	 ﾠ
	 ﾠ
One	 ﾠquestion	 ﾠthat	 ﾠstill	 ﾠremains	 ﾠunanswered,	 ﾠand	 ﾠwill	 ﾠprobably	 ﾠremain	 ﾠso	 ﾠwithout	 ﾠ
any	 ﾠdirect	 ﾠevidence,	 ﾠis	 ﾠwhether	 ﾠDix’s	 ﾠdecision	 ﾠwas	 ﾠin	 ﾠfact	 ﾠa	 ﾠcompletely	 ﾠaltruistic	 ﾠ
act	 ﾠin	 ﾠthe	 ﾠdefence	 ﾠof	 ﾠthe	 ﾠEmpire,	 ﾠwhether	 ﾠit	 ﾠwas	 ﾠselfishly	 ﾠmotivated	 ﾠby	 ﾠperhaps,	 ﾠ
amongst	 ﾠother	 ﾠthings,	 ﾠhis	 ﾠdesire	 ﾠpromoted	 ﾠby	 ﾠNietzschean	 ﾠinfluenced	 ﾠGerman	 ﾠ
philosophy	 ﾠ to	 ﾠ rebel	 ﾠ against	 ﾠ the	 ﾠ contemporary	 ﾠ social	 ﾠ order	 ﾠ imposed	 ﾠ by	 ﾠ the	 ﾠ
bourgeoisie,	 ﾠor	 ﾠa	 ﾠcentral	 ﾠrequirement	 ﾠbecause	 ﾠmen	 ﾠof	 ﾠhis	 ﾠage	 ﾠwere	 ﾠbeing	 ﾠreadily	 ﾠ
called	 ﾠup	 ﾠfor	 ﾠnational	 ﾠservice.	 ﾠThe	 ﾠmost	 ﾠlikely	 ﾠoutcome	 ﾠis	 ﾠthat	 ﾠit	 ﾠwas	 ﾠin	 ﾠfact	 ﾠa	 ﾠ
combination	 ﾠof	 ﾠall	 ﾠthese	 ﾠissues.	 ﾠCurrent	 ﾠdocumentary	 ﾠevidence	 ﾠsuggests	 ﾠthat	 ﾠone	 ﾠ
of	 ﾠthe	 ﾠreasons	 ﾠunderpinning	 ﾠthis	 ﾠaction	 ﾠwas	 ﾠto	 ﾠsimply	 ﾠa	 ﾠdesire	 ﾠto	 ﾠexperience	 ﾠthe	 ﾠ
full	 ﾠspectrum	 ﾠof	 ﾠhuman	 ﾠaction;	 ﾠfrom	 ﾠlove	 ﾠright	 ﾠthrough	 ﾠto	 ﾠdepravity.	 ﾠHowever,	 ﾠ
this	 ﾠ must	 ﾠ be	 ﾠ contextualised	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ the	 ﾠ choices	 ﾠ that	 ﾠ were	 ﾠ realistically	 ﾠ
available	 ﾠto	 ﾠhim	 ﾠat	 ﾠthat	 ﾠtime.	 ﾠEducationally,	 ﾠthis	 ﾠwould	 ﾠalso	 ﾠhave	 ﾠbeen	 ﾠan	 ﾠextreme	 ﾠ
forum	 ﾠin	 ﾠwhich	 ﾠinformal	 ﾠlearning	 ﾠtook	 ﾠplace.	 ﾠ	 ﾠ
	 ﾠ
5.3	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠ(1914	 ﾠ–	 ﾠ1918)	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠ painting;	 ﾠ Selbstbildnis	 ﾠ als	 ﾠ Soldat	 ﾠ (Self-ﾭ‐Portrait	 ﾠ as	 ﾠ a	 ﾠ Soldier)	 ﾠ (1914)	 ﾠ (see	 ﾠ
appendix	 ﾠone,	 ﾠfigure	 ﾠ13),	 ﾠis	 ﾠinteresting	 ﾠnot	 ﾠonly	 ﾠfor	 ﾠits	 ﾠmanic	 ﾠbrush	 ﾠstrokes	 ﾠand	 ﾠ
the	 ﾠuse	 ﾠof	 ﾠvivid	 ﾠcolours	 ﾠbut	 ﾠalso	 ﾠbecause	 ﾠthis	 ﾠreveals	 ﾠDix’s	 ﾠnaivety.	 ﾠThe	 ﾠartwork	 ﾠ
was	 ﾠcreated	 ﾠjust	 ﾠbefore	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar.	 ﾠThe	 ﾠself-ﾭ‐portrait	 ﾠis	 ﾠoften	 ﾠcontrasted	 ﾠ
with	 ﾠ Dix’s	 ﾠ self-ﾭ‐portrait	 ﾠ Selbstbildnis	 ﾠ mit	 ﾠ Artillerie-ﾭ‐Helm	 ﾠ (Self-ﾭ‐Portrait	 ﾠ Wearing	 ﾠ
Gunner's	 ﾠHelmet)	 ﾠ(1914)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ14),	 ﾠpainted	 ﾠaround	 ﾠthe	 ﾠsame	 ﾠ
time	 ﾠbut	 ﾠentirely	 ﾠdifferent.	 ﾠWhat	 ﾠis	 ﾠpresented	 ﾠis	 ﾠa	 ﾠDix	 ﾠprepared	 ﾠfor	 ﾠwar,	 ﾠmore	 ﾠ
aware	 ﾠand	 ﾠfearful	 ﾠof	 ﾠthe	 ﾠpotential	 ﾠoutcomes.	 ﾠBoth	 ﾠimages	 ﾠwere	 ﾠpainted	 ﾠon	 ﾠthe	 ﾠ
same	 ﾠpiece	 ﾠof	 ﾠpaper	 ﾠ(front	 ﾠand	 ﾠreverse)	 ﾠ–	 ﾠperhaps	 ﾠmore	 ﾠto	 ﾠdo	 ﾠwith	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠ
the	 ﾠartist’s	 ﾠmaterial	 ﾠwas	 ﾠlimited.	 ﾠAn	 ﾠalternative	 ﾠexplanation	 ﾠis	 ﾠthat	 ﾠthe	 ﾠDix	 ﾠdid	 ﾠ	 ﾠ 136	 ﾠ
this	 ﾠ purposefully,	 ﾠ or	 ﾠ even	 ﾠ unwittingly,	 ﾠ in	 ﾠ an	 ﾠ attempt	 ﾠ to	 ﾠ show	 ﾠ viewers	 ﾠ the	 ﾠ
different	 ﾠfacets	 ﾠof	 ﾠwar	 ﾠfor	 ﾠinstance	 ﾠvulnerability	 ﾠand	 ﾠdepravity.	 ﾠThis	 ﾠis	 ﾠsomething	 ﾠ
that	 ﾠ is	 ﾠ also	 ﾠ revealed	 ﾠ by	 ﾠ his	 ﾠ drawings,	 ﾠ etchings	 ﾠ and	 ﾠ his	 ﾠ almost	 ﾠ prophetic	 ﾠ
Selbstbildnis	 ﾠ als	 ﾠ Mars	 ﾠ (1915)	 ﾠ (Self-ﾭ‐portrait	 ﾠ as	 ﾠ Mars)	 ﾠ the	 ﾠ god	 ﾠ of	 ﾠ war.	 ﾠ Thus,	 ﾠ it	 ﾠ
cannot	 ﾠ simply	 ﾠ be	 ﾠ a	 ﾠ Dix	 ﾠ deformed	 ﾠ through	 ﾠ fever	 ﾠ as	 ﾠ Schubert	 ﾠ (2010,	 ﾠ p.35)	 ﾠ
suggests.	 ﾠIn	 ﾠany	 ﾠrespect	 ﾠthe	 ﾠself-ﾭ‐portrait	 ﾠhas	 ﾠmuch	 ﾠto	 ﾠreveal	 ﾠabout	 ﾠthe	 ﾠartist	 ﾠin	 ﾠ
terms	 ﾠ of	 ﾠ his	 ﾠ educational	 ﾠ influences	 ﾠ and	 ﾠ about	 ﾠ him	 ﾠ as	 ﾠ an	 ﾠ artist-ﾭ‐educator.	 ﾠ A	 ﾠ
parallel	 ﾠis	 ﾠoften	 ﾠdrawn	 ﾠbetween	 ﾠthis	 ﾠartwork	 ﾠand	 ﾠthe	 ﾠbust	 ﾠof	 ﾠNietzsche	 ﾠdiscussed	 ﾠ
earlier	 ﾠin	 ﾠthis	 ﾠchapter.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠartwork	 ﾠconsists	 ﾠof	 ﾠquasi-ﾭ‐frontal	 ﾠ(diagonal	 ﾠtowards	 ﾠthe	 ﾠleft	 ﾠspace)	 ﾠquarter-ﾭ‐
length	 ﾠfigure	 ﾠ(head	 ﾠand	 ﾠshoulders)	 ﾠlunging	 ﾠforward	 ﾠwith	 ﾠthe	 ﾠeyes	 ﾠlooking	 ﾠto	 ﾠthe	 ﾠ
right.	 ﾠThe	 ﾠfigure	 ﾠis	 ﾠset	 ﾠagainst	 ﾠa	 ﾠblack,	 ﾠred	 ﾠand	 ﾠwhite	 ﾠbackground	 ﾠfeaturing	 ﾠa	 ﾠ
large	 ﾠversion	 ﾠof	 ﾠthe	 ﾠartist’s	 ﾠsignature	 ﾠ’14	 ﾠDix’	 ﾠwhich	 ﾠis	 ﾠtaken	 ﾠas	 ﾠmeaning	 ﾠ‘Dix	 ﾠ
1914’.	 ﾠ	 ﾠ
	 ﾠ
Visually	 ﾠ the	 ﾠ painting	 ﾠ is	 ﾠ a	 ﾠ representation	 ﾠ of	 ﾠ Otto	 ﾠ Dix	 ﾠ as	 ﾠ a	 ﾠ soldier;	 ﾠ however	 ﾠ a	 ﾠ
number	 ﾠof	 ﾠanomalies	 ﾠexist	 ﾠin	 ﾠthis	 ﾠrespect.	 ﾠIn	 ﾠhis	 ﾠSelbstbildnis	 ﾠmit	 ﾠArtillerie-ﾭ‐Helm	 ﾠ
(Self-ﾭ‐Portrait	 ﾠ Wearing	 ﾠ Gunner's	 ﾠ Helmet)	 ﾠ (1914)	 ﾠ Dix	 ﾠ wears	 ﾠ the	 ﾠ traditional	 ﾠ
German	 ﾠ military	 ﾠ uniform;	 ﾠ black	 ﾠ with	 ﾠ red	 ﾠ shoulder	 ﾠ straps	 ﾠ (waffenfarben	 ﾠ or	 ﾠ
service	 ﾠcolours),	 ﾠthe	 ﾠlatter	 ﾠdenoted	 ﾠthe	 ﾠanti-ﾭ‐aircraft	 ﾠartillery	 ﾠregiment.	 ﾠHowever,	 ﾠ
in	 ﾠSelbstbildnis	 ﾠals	 ﾠSoldat	 ﾠ(Self-ﾭ‐Portrait	 ﾠas	 ﾠa	 ﾠSoldier)	 ﾠthe	 ﾠartist	 ﾠdons	 ﾠwhat	 ﾠcan	 ﾠbe	 ﾠ
interpreted	 ﾠto	 ﾠbe	 ﾠa	 ﾠcrimson	 ﾠcoloured	 ﾠcloak.	 ﾠThis	 ﾠlends	 ﾠan	 ﾠalternative	 ﾠview	 ﾠto	 ﾠthe	 ﾠ
method	 ﾠof	 ﾠthe	 ﾠrepresentation;	 ﾠhere	 ﾠDix’s	 ﾠmessage	 ﾠcontrasts	 ﾠtwo	 ﾠroles	 ﾠhe	 ﾠplayed;	 ﾠ
the	 ﾠnormal	 ﾠeveryday	 ﾠman	 ﾠand	 ﾠthe	 ﾠsoldier.	 ﾠThe	 ﾠshaved	 ﾠhead	 ﾠand	 ﾠred	 ﾠcloak	 ﾠare	 ﾠ
clearly	 ﾠMazdaznan	 ﾠtraits;	 ﾠthese	 ﾠwere	 ﾠpromoted	 ﾠby	 ﾠorthodox	 ﾠor	 ﾠstrict	 ﾠfollowers	 ﾠof	 ﾠ
the	 ﾠmovement	 ﾠincluding	 ﾠthe	 ﾠpractices	 ﾠof	 ﾠshaving	 ﾠthe	 ﾠhead,	 ﾠcolonic	 ﾠirrigation	 ﾠand	 ﾠ
the	 ﾠwearing	 ﾠof	 ﾠcrimson	 ﾠrobes	 ﾠ(see	 ﾠsupra	 ﾠp.114).	 ﾠThus,	 ﾠthese	 ﾠfeatures	 ﾠcan	 ﾠbe	 ﾠsaid	 ﾠ
to	 ﾠrepresent	 ﾠDix’s	 ﾠspiritual	 ﾠside.	 ﾠFurthermore,	 ﾠparallels	 ﾠcan	 ﾠbe	 ﾠdrawn	 ﾠfrom	 ﾠthe	 ﾠ
craned	 ﾠhead	 ﾠas	 ﾠit	 ﾠlunges	 ﾠforward	 ﾠas	 ﾠif	 ﾠto	 ﾠsee	 ﾠsomething,	 ﾠsymbolic	 ﾠof	 ﾠthe	 ﾠunknown	 ﾠ
future	 ﾠ –	 ﾠ in	 ﾠ essence	 ﾠ this	 ﾠ represents	 ﾠ the	 ﾠ artist’s	 ﾠ Nietzschean	 ﾠ drive.	 ﾠ Coupled	 ﾠ
together	 ﾠthese	 ﾠimages	 ﾠcarry	 ﾠa	 ﾠpowerful	 ﾠeducational	 ﾠmessage	 ﾠeven	 ﾠthough	 ﾠthey	 ﾠ
were	 ﾠproduced	 ﾠone	 ﾠyear	 ﾠapart.	 ﾠIt	 ﾠis	 ﾠpostulated	 ﾠthat	 ﾠthis	 ﾠis	 ﾠwhy	 ﾠboth	 ﾠself-ﾭ‐portraits	 ﾠ	 ﾠ 137	 ﾠ
appear	 ﾠon	 ﾠthe	 ﾠsame	 ﾠsheet	 ﾠof	 ﾠpaper	 ﾠ(front	 ﾠand	 ﾠreverse)	 ﾠas	 ﾠa	 ﾠplay	 ﾠon	 ﾠthe	 ﾠoutside	 ﾠ
(soldier)	 ﾠand	 ﾠthe	 ﾠinside	 ﾠ(normal	 ﾠman).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠartwork	 ﾠwas	 ﾠproduced	 ﾠat	 ﾠthe	 ﾠstart	 ﾠof	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠand	 ﾠtherefore	 ﾠno	 ﾠ
one,	 ﾠnot	 ﾠeven	 ﾠa	 ﾠprescient	 ﾠDix,	 ﾠknew	 ﾠwhat	 ﾠwas	 ﾠin	 ﾠstore	 ﾠfor	 ﾠhim.	 ﾠHowever,	 ﾠthe	 ﾠ
image	 ﾠis	 ﾠrevelatory	 ﾠin	 ﾠthis	 ﾠrespect	 ﾠtoo.	 ﾠFrom	 ﾠa	 ﾠsocial	 ﾠsemiotic	 ﾠperspective	 ﾠthe	 ﾠ
character	 ﾠseems	 ﾠto	 ﾠhave	 ﾠan	 ﾠintimate	 ﾠpersonal	 ﾠrelationship	 ﾠwith	 ﾠus;	 ﾠ‘the	 ﾠviewers’	 ﾠ
–	 ﾠfor	 ﾠhe	 ﾠcould	 ﾠbe	 ﾠone	 ﾠof	 ﾠus	 ﾠis	 ﾠthe	 ﾠeducational	 ﾠmessage	 ﾠhere.	 ﾠUnlike	 ﾠDix’s	 ﾠbust	 ﾠof	 ﾠ
Nietzsche,	 ﾠwhich	 ﾠlooks	 ﾠdirectly	 ﾠat	 ﾠthe	 ﾠviewer	 ﾠthis	 ﾠfigure	 ﾠfaces	 ﾠaway	 ﾠfrom	 ﾠthe	 ﾠ
viewer,	 ﾠwhat	 ﾠis	 ﾠvisible	 ﾠis	 ﾠa	 ﾠside-ﾭ‐profile	 ﾠof	 ﾠthe	 ﾠartist	 ﾠgazing	 ﾠto	 ﾠthe	 ﾠviewers’	 ﾠright	 ﾠ
perhaps	 ﾠeven	 ﾠlooking	 ﾠright	 ﾠpast	 ﾠthem	 ﾠthus	 ﾠpresenting	 ﾠhimself	 ﾠas	 ﾠan	 ﾠexemplar	 ﾠor	 ﾠ
ideal.	 ﾠThis	 ﾠimage	 ﾠaccords	 ﾠwith	 ﾠDix’s	 ﾠlevel	 ﾠof	 ﾠexperience	 ﾠand	 ﾠeducation	 ﾠat	 ﾠthat	 ﾠ
point	 ﾠin	 ﾠtime.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠterms	 ﾠof	 ﾠvisual	 ﾠacuity,	 ﾠthe	 ﾠsubject	 ﾠis	 ﾠpositioned	 ﾠat	 ﾠthe	 ﾠcentre	 ﾠof	 ﾠthe	 ﾠviewers’	 ﾠ
gaze	 ﾠand	 ﾠthus	 ﾠthe	 ﾠbackground	 ﾠis	 ﾠsubjugated	 ﾠto	 ﾠa	 ﾠmere	 ﾠcollateral	 ﾠstate.	 ﾠDix	 ﾠuses	 ﾠ
some	 ﾠartificial	 ﾠlines	 ﾠto	 ﾠpromote	 ﾠan	 ﾠarbitrary	 ﾠsegregation	 ﾠof	 ﾠhimself	 ﾠas	 ﾠsubject	 ﾠ
from	 ﾠthe	 ﾠreal	 ﾠworld	 ﾠ–	 ﾠonce	 ﾠagain	 ﾠreinforcing	 ﾠhis	 ﾠoriginal	 ﾠeducational	 ﾠmessage.	 ﾠ
When	 ﾠanalysing	 ﾠthe	 ﾠartwork’s	 ﾠspatiality,	 ﾠhumanistic	 ﾠinterpretation	 ﾠcan	 ﾠbe	 ﾠlent	 ﾠto	 ﾠ
this	 ﾠartwork;	 ﾠhere	 ﾠthe	 ﾠsizeable	 ﾠsignature	 ﾠof	 ﾠthe	 ﾠartist.	 ﾠIt	 ﾠis	 ﾠpostulated	 ﾠthat	 ﾠthe	 ﾠ
signature	 ﾠand	 ﾠits	 ﾠsize	 ﾠdenote	 ﾠa	 ﾠgregarious	 ﾠand	 ﾠoutgoing	 ﾠpersonality.	 ﾠThe	 ﾠfact	 ﾠthat	 ﾠ
the	 ﾠartist	 ﾠsigns	 ﾠ‘Dix’	 ﾠrather	 ﾠthan	 ﾠ‘Otto	 ﾠDix’	 ﾠalso	 ﾠsuggests	 ﾠthat	 ﾠhe	 ﾠfound	 ﾠit	 ﾠdifficult	 ﾠ
to	 ﾠsurvive	 ﾠoutside	 ﾠof	 ﾠthe	 ﾠprotective	 ﾠguided	 ﾠenvironment	 ﾠperhaps	 ﾠaway	 ﾠfrom	 ﾠhis	 ﾠ
mentors	 ﾠ–	 ﾠsomething	 ﾠthat	 ﾠdoes	 ﾠaccord	 ﾠwith	 ﾠthe	 ﾠexperiences	 ﾠfrom	 ﾠhis	 ﾠinformal	 ﾠ
education.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ 1915	 ﾠ Dix	 ﾠ was	 ﾠ transferred	 ﾠ to	 ﾠ Bautzen	 ﾠ where	 ﾠ he	 ﾠ undertook	 ﾠ training	 ﾠ as	 ﾠ a	 ﾠ
machine	 ﾠ gunner.	 ﾠ In	 ﾠ the	 ﾠ autumn	 ﾠ of	 ﾠ that	 ﾠ same	 ﾠ year	 ﾠ the	 ﾠ artist	 ﾠ was	 ﾠ sent	 ﾠ to	 ﾠ the	 ﾠ
Western	 ﾠfront	 ﾠas	 ﾠa	 ﾠlance	 ﾠcorporal	 ﾠ–	 ﾠhis	 ﾠexperience	 ﾠof	 ﾠthe	 ﾠwar	 ﾠserved	 ﾠfrom	 ﾠthe	 ﾠ
French	 ﾠregion	 ﾠof	 ﾠChampagne,	 ﾠFlanders	 ﾠright	 ﾠthrough	 ﾠto	 ﾠthe	 ﾠSomme.	 ﾠLater	 ﾠthat	 ﾠ
same	 ﾠyear	 ﾠhe	 ﾠwas	 ﾠpromoted	 ﾠto	 ﾠofficer	 ﾠand	 ﾠawarded	 ﾠan	 ﾠiron	 ﾠcross	 ﾠsecond	 ﾠclass	 ﾠ
(Schubert	 ﾠ 2010,	 ﾠ p.35).	 ﾠ Correspondence	 ﾠ between	 ﾠ Dix	 ﾠ and	 ﾠ Helen	 ﾠ Jakob	 ﾠ reveals	 ﾠ
some	 ﾠof	 ﾠthe	 ﾠexperiences	 ﾠof	 ﾠwar	 ﾠhe	 ﾠhad	 ﾠup	 ﾠto	 ﾠthis	 ﾠpoint	 ﾠ	 ﾠ	 ﾠ 138	 ﾠ
	 ﾠ
Dear	 ﾠ kindred	 ﾠ spirit,	 ﾠ many	 ﾠ thanks	 ﾠ for	 ﾠ your	 ﾠ kind	 ﾠ parcel.	 ﾠ The	 ﾠ most	 ﾠ
important	 ﾠissue	 ﾠfor	 ﾠa	 ﾠcorporal	 ﾠis	 ﾠmoney.	 ﾠForty	 ﾠmarks	 ﾠa	 ﾠmonth	 ﾠis	 ﾠvery	 ﾠ
nice	 ﾠ…	 ﾠthe	 ﾠGreat	 ﾠBaumgärtel	 ﾠis	 ﾠalive	 ﾠ…	 ﾠslightly	 ﾠwounded	 ﾠ…	 ﾠI	 ﾠhave	 ﾠbeen	 ﾠ
in	 ﾠthe	 ﾠreserve	 ﾠregiment	 ﾠbetween	 ﾠSt-ﾭ‐Martin,	 ﾠAubérive,	 ﾠand	 ﾠSt-ﾭ‐Souplet	 ﾠ…	 ﾠ
twenty-ﾭ‐four	 ﾠmen	 ﾠare	 ﾠliving	 ﾠin	 ﾠour	 ﾠcave	 ﾠ…	 ﾠit	 ﾠlooks	 ﾠlike	 ﾠthis	 ﾠ[drawings]	 ﾠ
(Otto	 ﾠDix	 ﾠto	 ﾠHelen	 ﾠJakob	 ﾠNovember	 ﾠ13,	 ﾠ1915).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠaddition,	 ﾠin	 ﾠthis	 ﾠletter	 ﾠOtto	 ﾠDix	 ﾠhighlights	 ﾠhis	 ﾠrelief	 ﾠat	 ﾠknowing	 ﾠthat	 ﾠone	 ﾠof	 ﾠhis	 ﾠ
best	 ﾠfriends	 ﾠOtto	 ﾠH.	 ﾠBaumgärtel	 ﾠis	 ﾠstill	 ﾠalive	 ﾠdespite	 ﾠthe	 ﾠdeath	 ﾠand	 ﾠdestruction	 ﾠ
that	 ﾠmust	 ﾠhave	 ﾠsurrounded	 ﾠhim	 ﾠat	 ﾠthis	 ﾠtime.	 ﾠThere	 ﾠwere	 ﾠtwo	 ﾠindividuals	 ﾠin	 ﾠDix’s	 ﾠ
life	 ﾠthat	 ﾠoften	 ﾠsaw	 ﾠlittle	 ﾠmention	 ﾠin	 ﾠthe	 ﾠtexts	 ﾠon	 ﾠthe	 ﾠartist,	 ﾠhis	 ﾠlife	 ﾠand	 ﾠartwork	 ﾠ
namely	 ﾠthe	 ﾠlawyer	 ﾠHugo	 ﾠSimons	 ﾠ(see	 ﾠPeters	 ﾠ2010,	 ﾠpp.9	 ﾠ–	 ﾠ10)	 ﾠand	 ﾠhis	 ﾠgirlfriend	 ﾠ
Helen	 ﾠJakob.	 ﾠ	 ﾠ
	 ﾠ
Schubert	 ﾠ (2010)	 ﾠ explores	 ﾠ Dix’s	 ﾠ wartime	 ﾠ experience	 ﾠ and	 ﾠ portraiture	 ﾠ through,	 ﾠ
amongst	 ﾠother	 ﾠthings,	 ﾠthe	 ﾠartist’s	 ﾠcorrespondence	 ﾠwith	 ﾠJakob	 ﾠhowever	 ﾠhe	 ﾠdoes	 ﾠ
not	 ﾠquestion	 ﾠher	 ﾠcorrespondence	 ﾠwith	 ﾠDix	 ﾠand	 ﾠthe	 ﾠsupportive	 ﾠrole	 ﾠshe	 ﾠplayed	 ﾠin	 ﾠ
Dix’s	 ﾠeducation.	 ﾠInterestingly	 ﾠboth	 ﾠSimons	 ﾠand	 ﾠJakob	 ﾠsupported	 ﾠDix	 ﾠthrough	 ﾠhis	 ﾠ
wartime	 ﾠexperiences,	 ﾠthe	 ﾠlatter	 ﾠduring	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠand	 ﾠthe	 ﾠformer	 ﾠduring	 ﾠ
the	 ﾠSecond	 ﾠWorld	 ﾠWar	 ﾠ–	 ﾠsuggesting	 ﾠthat	 ﾠcommunicative	 ﾠsupport	 ﾠwith	 ﾠthose	 ﾠnot	 ﾠ
engaged	 ﾠdirectly	 ﾠin	 ﾠwarfare	 ﾠwas	 ﾠimportant	 ﾠfor	 ﾠthe	 ﾠartist	 ﾠamidst	 ﾠthe	 ﾠchaos	 ﾠhe	 ﾠwas	 ﾠ
encountering	 ﾠso	 ﾠas	 ﾠto	 ﾠpreserve	 ﾠthe	 ﾠnotion	 ﾠof	 ﾠnormality	 ﾠand	 ﾠhope	 ﾠthat	 ﾠone-ﾭ‐day	 ﾠhe	 ﾠ
will	 ﾠreturn	 ﾠto	 ﾠthe	 ﾠlife	 ﾠhe	 ﾠhad	 ﾠleft	 ﾠbehind	 ﾠwith	 ﾠthe	 ﾠknowledge	 ﾠthat	 ﾠit	 ﾠwould	 ﾠbe	 ﾠ
significantly	 ﾠdifferent	 ﾠartistically,	 ﾠculturally	 ﾠand	 ﾠpolitically.	 ﾠFrom	 ﾠan	 ﾠeducational	 ﾠ
perspective	 ﾠthis	 ﾠis	 ﾠthe	 ﾠperiod	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠwhere	 ﾠhe	 ﾠwould	 ﾠhave	 ﾠbeen	 ﾠable	 ﾠto	 ﾠtest	 ﾠ
his	 ﾠ beliefs	 ﾠ or	 ﾠ that	 ﾠ which	 ﾠ he	 ﾠ had	 ﾠ been	 ﾠ taught	 ﾠ and	 ﾠ had	 ﾠ learned.	 ﾠ Although,	 ﾠ a	 ﾠ
hierarchy	 ﾠexisted	 ﾠwithin	 ﾠthe	 ﾠGerman	 ﾠarmy,	 ﾠin	 ﾠhuman	 ﾠterms	 ﾠeach	 ﾠand	 ﾠevery	 ﾠman	 ﾠ
was	 ﾠequally	 ﾠvulnerable	 ﾠand	 ﾠneeded	 ﾠto	 ﾠdo	 ﾠtheir	 ﾠutmost	 ﾠto	 ﾠsurvive	 ﾠ–	 ﾠthis	 ﾠallows	 ﾠthe	 ﾠ
artist	 ﾠ to	 ﾠ experience	 ﾠ the	 ﾠ most	 ﾠ basic	 ﾠ need	 ﾠ of	 ﾠ self-ﾭ‐preservation	 ﾠ in	 ﾠ situations	 ﾠ of	 ﾠ
finality	 ﾠwhere	 ﾠthere	 ﾠis	 ﾠliterally	 ﾠno	 ﾠother	 ﾠchoice	 ﾠbut	 ﾠto	 ﾠ‘do	 ﾠor	 ﾠdie’.	 ﾠ	 ﾠ
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 ﾠ
Even	 ﾠ though	 ﾠ Dix	 ﾠ shared	 ﾠ his	 ﾠ First	 ﾠ World	 ﾠ War	 ﾠ experience	 ﾠ with	 ﾠ Jakob	 ﾠ through	 ﾠ
letters	 ﾠand	 ﾠdrawings	 ﾠ(postcards)	 ﾠthe	 ﾠmajority	 ﾠof	 ﾠtexts	 ﾠon	 ﾠhis	 ﾠlife	 ﾠconcentrate	 ﾠon	 ﾠ
his	 ﾠlater	 ﾠrelationship	 ﾠwith	 ﾠMartha	 ﾠKoch.	 ﾠHelen	 ﾠJakob	 ﾠwas	 ﾠthe	 ﾠdaughter	 ﾠof	 ﾠthe	 ﾠ
caretaker	 ﾠHerman	 ﾠJakob	 ﾠat	 ﾠthe	 ﾠSchool	 ﾠof	 ﾠArts	 ﾠand	 ﾠCrafts	 ﾠin	 ﾠDresden.	 ﾠShe	 ﾠshared	 ﾠ
with	 ﾠ him	 ﾠ many	 ﾠ interests	 ﾠ including	 ﾠ a	 ﾠ love	 ﾠ for	 ﾠ Nietzsche	 ﾠ and	 ﾠ Esperanto	 ﾠ a	 ﾠ
constructed	 ﾠ International	 ﾠ auxiliary	 ﾠ (second)	 ﾠ language	 ﾠ (Gutbrod	 ﾠ 2010,	 ﾠ p.36)	 ﾠ
conceived	 ﾠby	 ﾠLudwig	 ﾠLazarus	 ﾠZamenhof,	 ﾠa	 ﾠPolish	 ﾠlinguist.	 ﾠThe	 ﾠterm	 ﾠ‘esperanto’	 ﾠ
derives	 ﾠ from	 ﾠ Doktoro	 ﾠ Esperanto	 ﾠ and	 ﾠ is	 ﾠ literally	 ﾠ translated	 ﾠ to	 ﾠ mean	 ﾠ ‘one	 ﾠ who	 ﾠ
hopes’.	 ﾠJakob	 ﾠprovides	 ﾠtwo	 ﾠother	 ﾠthings	 ﾠto	 ﾠthe	 ﾠartist	 ﾠat	 ﾠthis	 ﾠtumultuous	 ﾠtime;	 ﾠa	 ﾠ
sense	 ﾠ of	 ﾠ relief	 ﾠ in	 ﾠ sharing	 ﾠ his	 ﾠ wartime	 ﾠ experience	 ﾠ and	 ﾠ art	 ﾠ materials	 ﾠ as	 ﾠ
correspondence	 ﾠ between	 ﾠ them	 ﾠ dated	 ﾠ January	 ﾠ the	 ﾠ 1st	 ﾠ 1916	 ﾠ reveals.	 ﾠ Here	 ﾠ Dix	 ﾠ
writes	 ﾠto	 ﾠJakob	 ﾠthanking	 ﾠher	 ﾠfor	 ﾠthe	 ﾠChristmas	 ﾠpackage	 ﾠ	 ﾠ
	 ﾠ
Naturally	 ﾠI	 ﾠwas	 ﾠcaptivated	 ﾠby	 ﾠthe	 ﾠmagnificent	 ﾠgraphite	 ﾠpencil	 ﾠ…	 ﾠI	 ﾠwill	 ﾠ
draw	 ﾠa	 ﾠlot	 ﾠwith	 ﾠthis	 ﾠnew	 ﾠpencil	 ﾠ…	 ﾠI	 ﾠcan	 ﾠsend	 ﾠyou	 ﾠa	 ﾠsketched	 ﾠcard	 ﾠnow	 ﾠ
and	 ﾠthen	 ﾠfor	 ﾠyour	 ﾠalbum	 ﾠ(Rüdiger	 ﾠ1991,	 ﾠp.10).	 ﾠ	 ﾠ
	 ﾠ
On	 ﾠ7th	 ﾠJanuary	 ﾠ1916	 ﾠcorrespondence	 ﾠto	 ﾠJakob	 ﾠregarding	 ﾠthe	 ﾠenemy	 ﾠposition	 ﾠreads	 ﾠ	 ﾠ
	 ﾠ
a	 ﾠ giant	 ﾠ map	 ﾠ …	 ﾠ only	 ﾠ the	 ﾠ labyrinthine	 ﾠ trenches	 ﾠ and	 ﾠ paths	 ﾠ stand	 ﾠ out	 ﾠ
white	 ﾠagainst	 ﾠthe	 ﾠgrey-ﾭ‐green	 ﾠearth	 ﾠ…	 ﾠ[not	 ﾠable	 ﾠto	 ﾠdraw	 ﾠmuch	 ﾠwhen	 ﾠin	 ﾠ
position]	 ﾠ yesterday	 ﾠ afternoon	 ﾠ enemy	 ﾠ artillery	 ﾠ visited	 ﾠ us	 ﾠ with	 ﾠ an	 ﾠ
armed	 ﾠattack	 ﾠwhich	 ﾠlasted	 ﾠthree	 ﾠfull	 ﾠhours;	 ﾠsometimes	 ﾠthe	 ﾠfire	 ﾠrose	 ﾠto	 ﾠ
a	 ﾠconstant	 ﾠbarrage	 ﾠ…	 ﾠwe	 ﾠcrouched	 ﾠin	 ﾠour	 ﾠdugouts	 ﾠ…	 ﾠgreat	 ﾠreadiness	 ﾠ…	 ﾠ
attack	 ﾠexpected	 ﾠ…	 ﾠbut	 ﾠthe	 ﾠFrench	 ﾠdo	 ﾠnot	 ﾠattack	 ﾠ…	 ﾠthe	 ﾠresult	 ﾠ[is]	 ﾠa	 ﾠfew	 ﾠ
wounded,	 ﾠburied	 ﾠ[and]	 ﾠshot-ﾭ‐up	 ﾠtrenches.	 ﾠRight	 ﾠnext	 ﾠto	 ﾠour	 ﾠdugout	 ﾠlays	 ﾠ
a	 ﾠcovered	 ﾠartillery	 ﾠobservation	 ﾠstand;	 ﾠprotected	 ﾠby	 ﾠa	 ﾠthirty-ﾭ‐centimetre	 ﾠ
slab	 ﾠ of	 ﾠ reinforced	 ﾠ concrete	 ﾠ …	 ﾠ a	 ﾠ direct	 ﾠ hit	 ﾠ would	 ﾠ split	 ﾠ the	 ﾠ railroad	 ﾠ
tracks.	 ﾠThe	 ﾠair	 ﾠpressure	 ﾠwould	 ﾠof	 ﾠcourse	 ﾠrip	 ﾠus	 ﾠto	 ﾠshreds	 ﾠ…	 ﾠthe	 ﾠtrench	 ﾠ
would	 ﾠ …	 ﾠ be	 ﾠ strewn	 ﾠ with	 ﾠ iron	 ﾠ fragments	 ﾠ (Otto	 ﾠ Dix	 ﾠ to	 ﾠ Helen	 ﾠ Jakob,	 ﾠ
undated).	 ﾠ	 ﾠ
	 ﾠ	 ﾠ 140	 ﾠ
Contrary	 ﾠto	 ﾠthe	 ﾠsentiments	 ﾠof	 ﾠSchubert,	 ﾠthis	 ﾠis	 ﾠnot	 ﾠego-ﾭ‐resilience	 ﾠin	 ﾠthe	 ﾠface	 ﾠof	 ﾠ
potential	 ﾠdeath	 ﾠbut	 ﾠin	 ﾠkeeping	 ﾠwith	 ﾠthe	 ﾠNietzschean	 ﾠideals	 ﾠof	 ﾠwill	 ﾠto	 ﾠpower	 ﾠ(wille	 ﾠ
zur	 ﾠ macht)	 ﾠ and	 ﾠ die	 ﾠ and	 ﾠ become	 ﾠ (stirb	 ﾠ und	 ﾠ werde)	 ﾠ for	 ﾠ ultimately	 ﾠ Dix	 ﾠ had	 ﾠ no	 ﾠ
choice	 ﾠ but	 ﾠ to	 ﾠ participate;	 ﾠ to	 ﾠ do	 ﾠ or	 ﾠ die.	 ﾠ From	 ﾠ an	 ﾠ educational	 ﾠ perspective	 ﾠ this	 ﾠ
evidences	 ﾠthe	 ﾠdesire	 ﾠand	 ﾠstrength	 ﾠfor	 ﾠsurvival	 ﾠin	 ﾠthe	 ﾠface	 ﾠof	 ﾠadversity	 ﾠsomething	 ﾠ
the	 ﾠ artist	 ﾠ had	 ﾠ learnt	 ﾠ from	 ﾠ his	 ﾠ struggle	 ﾠ in	 ﾠ art	 ﾠ from	 ﾠ an	 ﾠ early	 ﾠ age.	 ﾠ Dix’s	 ﾠ will	 ﾠ to	 ﾠ
document	 ﾠhis	 ﾠexperience	 ﾠin	 ﾠwritten	 ﾠcorrespondence	 ﾠand	 ﾠfield	 ﾠdrawings	 ﾠsuggest	 ﾠ
realization	 ﾠof	 ﾠthe	 ﾠflaw	 ﾠin	 ﾠhis	 ﾠNietzschean	 ﾠideals	 ﾠbecause	 ﾠthe	 ﾠfear	 ﾠof	 ﾠdeath	 ﾠchanged	 ﾠ
his	 ﾠactions,	 ﾠagain	 ﾠat	 ﾠthis	 ﾠpoint	 ﾠin	 ﾠhis	 ﾠlife	 ﾠthere	 ﾠwas	 ﾠa	 ﾠvery	 ﾠreal	 ﾠchance	 ﾠthat	 ﾠhe	 ﾠtoo	 ﾠ
would	 ﾠdie	 ﾠin	 ﾠwarfare	 ﾠlike	 ﾠthose	 ﾠaround	 ﾠhim.	 ﾠDix’s	 ﾠself-ﾭ‐portrait	 ﾠSelbportrait	 ﾠals	 ﾠ
Schießscheibe	 ﾠ(Self-ﾭ‐Portrait	 ﾠas	 ﾠShooting	 ﾠTarget)	 ﾠ(1915)	 ﾠwhere	 ﾠhe	 ﾠappears	 ﾠin	 ﾠthe	 ﾠ
form	 ﾠof	 ﾠa	 ﾠshooting	 ﾠtarget	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ26)	 ﾠsubstantiates	 ﾠthis	 ﾠtrain	 ﾠof	 ﾠ
thought.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠterms	 ﾠof	 ﾠhis	 ﾠeducation,	 ﾠit	 ﾠis	 ﾠthe	 ﾠverism	 ﾠin	 ﾠDix’s	 ﾠart	 ﾠthat	 ﾠevidences	 ﾠa	 ﾠprocess	 ﾠof	 ﾠ
the	 ﾠre-ﾭ‐evaluation	 ﾠof	 ﾠthe	 ﾠsocial	 ﾠvalues	 ﾠto	 ﾠwhich	 ﾠhe	 ﾠwas	 ﾠa	 ﾠsubscriber.	 ﾠThe	 ﾠartist	 ﾠ
seems	 ﾠto	 ﾠhave	 ﾠmade	 ﾠa	 ﾠchoice	 ﾠto	 ﾠdocument	 ﾠas	 ﾠmuch	 ﾠas	 ﾠhe	 ﾠcould	 ﾠand	 ﾠcontinue	 ﾠwith	 ﾠ
the	 ﾠtask	 ﾠrequired	 ﾠof	 ﾠhim	 ﾠalmost	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠan	 ﾠautomaton	 ﾠ(in	 ﾠsubordination).	 ﾠ
His	 ﾠ strategic-ﾭ‐self	 ﾠ delicately	 ﾠ balances	 ﾠ the	 ﾠ changes	 ﾠ in	 ﾠ his	 ﾠ ideals,	 ﾠ artistic	 ﾠ and	 ﾠ
creative-ﾭ‐self	 ﾠbrought	 ﾠabout	 ﾠby	 ﾠhis	 ﾠcontemporary	 ﾠenvironment	 ﾠthrough	 ﾠeducation.	 ﾠ
Here	 ﾠthe	 ﾠnotion	 ﾠof	 ﾠeducation	 ﾠincludes	 ﾠthe	 ﾠformal	 ﾠ(army	 ﾠtraining),	 ﾠthe	 ﾠexperiential	 ﾠ
and	 ﾠ informal	 ﾠ (the	 ﾠ battle-ﾭ‐field).	 ﾠ He	 ﾠ tries	 ﾠ to	 ﾠ educate	 ﾠ others	 ﾠ through	 ﾠ various	 ﾠ
channels	 ﾠ(including	 ﾠcorrespondence	 ﾠand	 ﾠfield	 ﾠdrawings)	 ﾠwith	 ﾠan	 ﾠexposé	 ﾠof	 ﾠwhat	 ﾠ
is	 ﾠ a	 ﾠ faux	 ﾠ notion	 ﾠ of	 ﾠ reality	 ﾠ promoted	 ﾠ by	 ﾠ those	 ﾠ in	 ﾠ power	 ﾠ (the	 ﾠ bourgeoisie	 ﾠ and	 ﾠ
Nazi’s)	 ﾠ–	 ﾠsomething	 ﾠthat	 ﾠwould	 ﾠlater	 ﾠmould	 ﾠhis	 ﾠeducational	 ﾠtrajectory,	 ﾠhis	 ﾠcareer	 ﾠ
and	 ﾠattract	 ﾠhim	 ﾠmuch	 ﾠcriticism.	 ﾠ
	 ﾠ
To	 ﾠthis	 ﾠendeavour	 ﾠDix	 ﾠalso	 ﾠinforms	 ﾠJakob,	 ﾠin	 ﾠother	 ﾠsimilar	 ﾠcorrespondence,	 ﾠthat	 ﾠ
he	 ﾠwill	 ﾠsend	 ﾠher	 ﾠone	 ﾠmark	 ﾠso	 ﾠthat	 ﾠshe	 ﾠcan	 ﾠsend	 ﾠhim	 ﾠa	 ﾠsketchbook.	 ﾠJakob	 ﾠduly	 ﾠ
sends	 ﾠhim	 ﾠthis	 ﾠalong	 ﾠwith	 ﾠcigarettes	 ﾠand	 ﾠa	 ﾠfruit-ﾭ‐loaf.	 ﾠOn	 ﾠJanuary	 ﾠ17th	 ﾠ1916	 ﾠDix	 ﾠ
writes	 ﾠto	 ﾠJakob	 ﾠand	 ﾠsends	 ﾠher	 ﾠdrawings	 ﾠof	 ﾠthe	 ﾠtrenches	 ﾠdescribing	 ﾠhow	 ﾠthe	 ﾠones	 ﾠ
near	 ﾠMarie-ﾭ‐à-ﾭ‐Py	 ﾠwere	 ﾠfilled	 ﾠwith	 ﾠbodies	 ﾠdesigned	 ﾠto	 ﾠdetract	 ﾠattention	 ﾠfrom	 ﾠthe	 ﾠ
troops	 ﾠand	 ﾠact	 ﾠas	 ﾠa	 ﾠshield	 ﾠagainst	 ﾠsmall	 ﾠarms	 ﾠfire,	 ﾠand	 ﾠhow	 ﾠunsightly	 ﾠit	 ﾠwas	 ﾠto	 ﾠsee	 ﾠ	 ﾠ 141	 ﾠ
a	 ﾠdead	 ﾠman’s	 ﾠhead	 ﾠcraning	 ﾠinto	 ﾠthe	 ﾠtrench	 ﾠitself	 ﾠ(Schubert	 ﾠ2010,	 ﾠp.36).	 ﾠDix	 ﾠmust	 ﾠ
have	 ﾠ found	 ﾠ the	 ﾠ commodification	 ﾠ of	 ﾠ the	 ﾠ human	 ﾠ state	 ﾠ (physicality)	 ﾠ in	 ﾠ warfare	 ﾠ
revelatory	 ﾠwhere	 ﾠreal	 ﾠmen	 ﾠwere	 ﾠrecycled	 ﾠwith	 ﾠan	 ﾠalternative	 ﾠpurpose,	 ﾠhere	 ﾠthe	 ﾠ
mass	 ﾠ were	 ﾠ brought	 ﾠ together	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ some	 ﾠ abstract	 ﾠ collective	 ﾠ ideal	 ﾠ and	 ﾠ
individuality	 ﾠ marginalised	 ﾠ so	 ﾠ that	 ﾠ independent	 ﾠ thought	 ﾠ had	 ﾠ little	 ﾠ room	 ﾠ to	 ﾠ
prosper.	 ﾠThese	 ﾠare	 ﾠearly	 ﾠsigns	 ﾠof	 ﾠOtto	 ﾠDix’s	 ﾠindependence	 ﾠof	 ﾠthought,	 ﾠsomething	 ﾠ
promoted	 ﾠmore	 ﾠso	 ﾠby	 ﾠhis	 ﾠinformal	 ﾠeducation	 ﾠup-ﾭ‐to-ﾭ‐and-ﾭ‐until	 ﾠthis	 ﾠpoint	 ﾠin	 ﾠhis	 ﾠlife.	 ﾠ
Anyone	 ﾠ who	 ﾠ went	 ﾠ against	 ﾠ this	 ﾠ notion	 ﾠ of	 ﾠ collectivity	 ﾠ or	 ﾠ common	 ﾠ cause	 ﾠ would	 ﾠ
surely	 ﾠ have	 ﾠ been	 ﾠ considered	 ﾠ degenerate,	 ﾠ as	 ﾠ later	 ﾠ would	 ﾠ be	 ﾠ the	 ﾠ case	 ﾠ for	 ﾠ Dix	 ﾠ
himself.	 ﾠ	 ﾠ
	 ﾠ
Jakob	 ﾠhad	 ﾠalso	 ﾠsent	 ﾠDix	 ﾠcopies	 ﾠof	 ﾠArthur	 ﾠSchopenhauer’s	 ﾠ(1788	 ﾠ–	 ﾠ1860)	 ﾠwork.	 ﾠ
Schopenhauer	 ﾠwas	 ﾠa	 ﾠGerman	 ﾠphilosopher	 ﾠwho	 ﾠwas	 ﾠfamous	 ﾠfor	 ﾠhis	 ﾠsentiments	 ﾠof	 ﾠ
how	 ﾠthe	 ﾠworld	 ﾠis	 ﾠnothing	 ﾠmore	 ﾠthan	 ﾠ‘human	 ﾠwill’	 ﾠand	 ﾠthus	 ﾠemotional,	 ﾠphysical	 ﾠ
and	 ﾠsexual	 ﾠdesires	 ﾠcan	 ﾠnever	 ﾠbe	 ﾠfulfilled	 ﾠby	 ﾠpromoting	 ﾠa	 ﾠlifestyle	 ﾠthat	 ﾠnegates	 ﾠ
rather	 ﾠ than	 ﾠ embraces	 ﾠ these	 ﾠ emotions	 ﾠ in	 ﾠ a	 ﾠ form	 ﾠ of	 ﾠ ideal	 ﾠ selflessness	 ﾠ for	 ﾠ the	 ﾠ
greater	 ﾠgood.	 ﾠA	 ﾠfew	 ﾠweeks	 ﾠlater	 ﾠDix	 ﾠwrites	 ﾠto	 ﾠJakob	 ﾠ	 ﾠ
	 ﾠ
I	 ﾠthink	 ﾠI	 ﾠcannot	 ﾠexhibit	 ﾠanything	 ﾠbefore	 ﾠthe	 ﾠend	 ﾠof	 ﾠthe	 ﾠwar	 ﾠ…	 ﾠit	 ﾠis	 ﾠso	 ﾠ
difficult	 ﾠwhen	 ﾠyou	 ﾠcannot	 ﾠget	 ﾠthe	 ﾠthings	 ﾠthemselves.	 ﾠMoreover,	 ﾠI	 ﾠcan	 ﾠ
see	 ﾠno	 ﾠfinancial	 ﾠadvantages,	 ﾠno	 ﾠmore	 ﾠthan	 ﾠmoral	 ﾠones	 ﾠ…	 ﾠthe	 ﾠweather	 ﾠ
was	 ﾠnasty	 ﾠ–	 ﾠsnow	 ﾠand	 ﾠwind	 ﾠ…	 ﾠI	 ﾠhad	 ﾠto	 ﾠlie	 ﾠin	 ﾠa	 ﾠdugout	 ﾠfor	 ﾠtwo	 ﾠdays	 ﾠwith	 ﾠ
stomach	 ﾠand	 ﾠintestinal	 ﾠulcers	 ﾠ…	 ﾠliving	 ﾠon	 ﾠ…	 ﾠzwieback	 ﾠand	 ﾠwater	 ﾠ…	 ﾠthe	 ﾠ
French	 ﾠhave	 ﾠbeen	 ﾠfiring	 ﾠinto	 ﾠthe	 ﾠvillage	 ﾠsomething	 ﾠserious	 ﾠ	 ﾠ…	 ﾠso	 ﾠthat	 ﾠ
the	 ﾠ art	 ﾠ runs	 ﾠ right	 ﾠ out	 ﾠ of	 ﾠ you.	 ﾠ You	 ﾠ see	 ﾠ gruesome	 ﾠ things.	 ﾠ In	 ﾠ various	 ﾠ
sectors	 ﾠthere	 ﾠis	 ﾠa	 ﾠconstant	 ﾠbarrage	 ﾠagainst	 ﾠthe	 ﾠFrench	 ﾠlines,	 ﾠI	 ﾠthink	 ﾠit	 ﾠis	 ﾠ
a	 ﾠmatter	 ﾠof	 ﾠthe	 ﾠgrand	 ﾠstyle	 ﾠin	 ﾠprogress.	 ﾠFor	 ﾠall	 ﾠI	 ﾠcare!	 ﾠBest	 ﾠregards	 ﾠto	 ﾠ
you	 ﾠ and	 ﾠ your	 ﾠ dear	 ﾠ parents.	 ﾠ Yours,	 ﾠ Dix.	 ﾠ (Otto	 ﾠ Dix	 ﾠ to	 ﾠ Helen	 ﾠ Jakob,	 ﾠ
February	 ﾠ13,	 ﾠ1916).	 ﾠ	 ﾠ
	 ﾠ
Schubert	 ﾠ(2010,	 ﾠp.49	 ﾠnote	 ﾠ15)	 ﾠis	 ﾠsurprised	 ﾠthat	 ﾠDix	 ﾠdoes	 ﾠnot	 ﾠmention	 ﾠNietzsche	 ﾠin	 ﾠ
this	 ﾠletter	 ﾠbut	 ﾠfails	 ﾠto	 ﾠrealise	 ﾠthat	 ﾠSchopenhauer	 ﾠinfluenced	 ﾠmany	 ﾠother	 ﾠGerman	 ﾠ
philosophers	 ﾠ including	 ﾠ Nietzsche	 ﾠ and	 ﾠ thus	 ﾠ Dix	 ﾠ in	 ﾠ isolation	 ﾠ of	 ﾠ his	 ﾠ Nietzschean	 ﾠ	 ﾠ 142	 ﾠ
ideals	 ﾠ begins	 ﾠ to	 ﾠ explore	 ﾠ their	 ﾠ construction.	 ﾠ It	 ﾠ is	 ﾠ clear	 ﾠ from	 ﾠ the	 ﾠ text	 ﾠ of	 ﾠ this	 ﾠ
correspondence	 ﾠthat	 ﾠJakob’s	 ﾠletter	 ﾠto	 ﾠDix	 ﾠmay	 ﾠhave	 ﾠintimated	 ﾠthe	 ﾠpossibility	 ﾠof	 ﾠ
exhibiting	 ﾠhis	 ﾠwork	 ﾠwhilst	 ﾠhe	 ﾠwas	 ﾠat	 ﾠwar	 ﾠsomething	 ﾠthat	 ﾠwould	 ﾠhave	 ﾠno	 ﾠdoubt	 ﾠ
been	 ﾠavant-ﾭ‐garde	 ﾠin	 ﾠits	 ﾠown	 ﾠright	 ﾠand	 ﾠa	 ﾠpolitically	 ﾠvolatile	 ﾠthing	 ﾠto	 ﾠdo,	 ﾠalmost	 ﾠakin	 ﾠ
to	 ﾠa	 ﾠlive	 ﾠbroadcast	 ﾠof	 ﾠthe	 ﾠhorror	 ﾠthat	 ﾠwas	 ﾠtaking	 ﾠform	 ﾠor	 ﾠreality	 ﾠat	 ﾠits	 ﾠmost	 ﾠraw	 ﾠ
(verist	 ﾠreality).	 ﾠThis	 ﾠhypothesis	 ﾠfits	 ﾠwith	 ﾠthe	 ﾠartist’s	 ﾠpersonality	 ﾠwhen	 ﾠmapped	 ﾠ
against	 ﾠ the	 ﾠ contemporaneously	 ﾠ opportunistic	 ﾠ fashion	 ﾠ (strategic)	 ﾠ in	 ﾠ which	 ﾠ he,	 ﾠ
whether	 ﾠor	 ﾠnot	 ﾠinfluenced	 ﾠby	 ﾠNierendorf	 ﾠas	 ﾠlater	 ﾠpostulated,	 ﾠoften	 ﾠreleased	 ﾠhis	 ﾠ
work.	 ﾠ	 ﾠ
	 ﾠ
From	 ﾠan	 ﾠeducational	 ﾠperspective	 ﾠthis	 ﾠsuggests	 ﾠthat	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠquestioning	 ﾠhis	 ﾠ
ideals	 ﾠ in	 ﾠ an	 ﾠ attempt	 ﾠ to	 ﾠ rationalise	 ﾠ his	 ﾠ actions;	 ﾠ his	 ﾠ strategic-ﾭ‐self	 ﾠ was	 ﾠ in	 ﾠ
transformation	 ﾠthrough	 ﾠthe	 ﾠinformal	 ﾠeducation	 ﾠhe	 ﾠwas	 ﾠbeing	 ﾠexposed	 ﾠto.	 ﾠDix	 ﾠwas	 ﾠ
also	 ﾠ reading	 ﾠ Kleiner	 ﾠ buddhistischer	 ﾠ Katechismus:	 ﾠ Zum	 ﾠ Gebrauch	 ﾠ für	 ﾠ Eltern	 ﾠ und	 ﾠ
Lehrer,	 ﾠan	 ﾠabridged	 ﾠversion	 ﾠof	 ﾠthe	 ﾠteachings	 ﾠin	 ﾠBuddhism	 ﾠby	 ﾠWalter	 ﾠMarkgraf	 ﾠ–	 ﾠa	 ﾠ
fact	 ﾠconfirmed	 ﾠby	 ﾠhis	 ﾠwar	 ﾠdiary.	 ﾠHe	 ﾠthanked	 ﾠJakob	 ﾠfor	 ﾠthis	 ﾠin	 ﾠan	 ﾠundated	 ﾠletter	 ﾠof	 ﾠ
April	 ﾠ1916	 ﾠ(Schubert	 ﾠ2010,	 ﾠp.50	 ﾠnote	 ﾠ17).	 ﾠDix	 ﾠclearly	 ﾠunderstands	 ﾠand	 ﾠtherefore	 ﾠ
highlights	 ﾠthat	 ﾠan	 ﾠexhibition	 ﾠat	 ﾠthis	 ﾠstage	 ﾠwould	 ﾠhave	 ﾠa	 ﾠmoral	 ﾠpurpose	 ﾠbut	 ﾠnot	 ﾠa	 ﾠ
financial	 ﾠone.	 ﾠHere	 ﾠhis	 ﾠhesitation	 ﾠsuggests	 ﾠan	 ﾠinner	 ﾠconflict	 ﾠbetween,	 ﾠin	 ﾠhis	 ﾠmind,	 ﾠ
inherently	 ﾠflawed	 ﾠreified	 ﾠNietzschean	 ﾠideals	 ﾠand	 ﾠthe	 ﾠreality	 ﾠof	 ﾠwar	 ﾠthat	 ﾠhe	 ﾠwas	 ﾠ
witnessing	 ﾠbecause	 ﾠhe	 ﾠhad	 ﾠbeen	 ﾠreduced	 ﾠto	 ﾠan	 ﾠautomaton	 ﾠin	 ﾠperhaps	 ﾠwhat	 ﾠwas	 ﾠ
now,	 ﾠcompulsory	 ﾠparticipation	 ﾠwar	 ﾠwith	 ﾠno	 ﾠchoice	 ﾠor	 ﾠpower.	 ﾠThe	 ﾠfield/paradigm	 ﾠ
of	 ﾠ artistic	 ﾠ production	 ﾠ within	 ﾠ which	 ﾠ he	 ﾠ was	 ﾠ located	 ﾠ at	 ﾠ this	 ﾠ point	 ﾠ was	 ﾠ
overshadowed	 ﾠby	 ﾠthe	 ﾠfield/paradigm	 ﾠof	 ﾠpower,	 ﾠthus	 ﾠhe	 ﾠhad	 ﾠlittle	 ﾠinfluence	 ﾠover	 ﾠ
his	 ﾠlife	 ﾠtrajectory	 ﾠ–	 ﾠproviding	 ﾠhim	 ﾠwith	 ﾠthe	 ﾠimpetus	 ﾠnecessary	 ﾠto	 ﾠmove	 ﾠforward	 ﾠ
into	 ﾠthe	 ﾠfield/paradigm	 ﾠof	 ﾠcreative	 ﾠproduction	 ﾠas	 ﾠevidenced	 ﾠby	 ﾠhis	 ﾠartwork	 ﾠand	 ﾠ
unwillingness	 ﾠto	 ﾠparticipate	 ﾠin	 ﾠthe	 ﾠSecond	 ﾠWorld	 ﾠWar	 ﾠ(discussed	 ﾠlater).	 ﾠThe	 ﾠartist	 ﾠ
explicitly	 ﾠgrapples	 ﾠwith	 ﾠthe	 ﾠnotion	 ﾠof	 ﾠexposing	 ﾠthe	 ﾠhorrors	 ﾠof	 ﾠwar	 ﾠfor	 ﾠpurpose	 ﾠof	 ﾠ
doing	 ﾠcommon	 ﾠgood	 ﾠwithout	 ﾠrealizing	 ﾠcommercial	 ﾠsuccess;	 ﾠhowever	 ﾠhe	 ﾠseems	 ﾠ
strategically	 ﾠto	 ﾠopt	 ﾠfor	 ﾠthe	 ﾠformer.	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠwrote	 ﾠto	 ﾠJakob	 ﾠagain	 ﾠlater	 ﾠthat	 ﾠyear	 ﾠ	 ﾠ
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Our	 ﾠposition	 ﾠwas	 ﾠto	 ﾠthe	 ﾠright	 ﾠof	 ﾠthe	 ﾠoft-ﾭ‐mentioned	 ﾠMonacu	 ﾠfarm.	 ﾠOur	 ﾠ
company	 ﾠwas	 ﾠdeployed	 ﾠthere	 ﾠfor	 ﾠthree	 ﾠweeks	 ﾠ…	 ﾠI	 ﾠwas	 ﾠlying	 ﾠwith	 ﾠfive	 ﾠ
other	 ﾠmachine	 ﾠgunners	 ﾠin	 ﾠthe	 ﾠposition	 ﾠ‘brown	 ﾠsoil’	 ﾠ…	 ﾠthe	 ﾠFrench,	 ﾠwho	 ﾠ
are	 ﾠlocated	 ﾠon	 ﾠthe	 ﾠhill	 ﾠand	 ﾠcan	 ﾠobserve	 ﾠeverything	 ﾠsplendidly,	 ﾠbegan	 ﾠto	 ﾠ
hammer	 ﾠus	 ﾠwith	 ﾠ28’s	 ﾠon	 ﾠthe	 ﾠthird	 ﾠday,	 ﾠwith	 ﾠ15’s	 ﾠand	 ﾠsmaller	 ﾠcalibers	 ﾠ
in	 ﾠbetween.	 ﾠIt	 ﾠwas	 ﾠhorrible!	 ﾠThe	 ﾠb	 ﾠposition	 ﾠwas	 ﾠso	 ﾠplowed	 ﾠup	 ﾠthat	 ﾠyou	 ﾠ
could	 ﾠ not	 ﾠ see	 ﾠ the	 ﾠ trenches	 ﾠ anymore	 ﾠ …	 ﾠ corpses	 ﾠ were	 ﾠ lying	 ﾠ around,	 ﾠ
arms	 ﾠand	 ﾠlegs	 ﾠflew	 ﾠ…	 ﾠNow	 ﾠwe	 ﾠare	 ﾠway	 ﾠbehind	 ﾠthis	 ﾠhell,	 ﾠin	 ﾠthe	 ﾠvillage	 ﾠof	 ﾠ
Mauvois	 ﾠ(Otto	 ﾠDix	 ﾠto	 ﾠHelen	 ﾠJakob,	 ﾠUndated	 ﾠAugust	 ﾠ1916;	 ﾠLöffler	 ﾠ1989;	 ﾠ
Schubert	 ﾠ2010,	 ﾠp.41).	 ﾠ	 ﾠ
	 ﾠ
That	 ﾠsame	 ﾠyear	 ﾠsixteen	 ﾠof	 ﾠDix’s	 ﾠwar	 ﾠwatercolors’	 ﾠwere	 ﾠexhibited	 ﾠas	 ﾠpart	 ﾠof	 ﾠan	 ﾠ
exhibition	 ﾠtitled	 ﾠZweite	 ﾠAustellung	 ﾠDresdner	 ﾠKünstler,	 ﾠdie	 ﾠim	 ﾠHeeresdienst	 ﾠStehen	 ﾠ
(Second	 ﾠExhibition	 ﾠof	 ﾠDresden	 ﾠArtists	 ﾠin	 ﾠMilitary	 ﾠService)	 ﾠ(see	 ﾠgenerally	 ﾠGutbrod	 ﾠ
2010,	 ﾠp.35).	 ﾠExhibitions	 ﾠsuch	 ﾠas	 ﾠthis	 ﾠwere	 ﾠcommonplace	 ﾠand	 ﾠintended	 ﾠto	 ﾠcreate	 ﾠa	 ﾠ
bond	 ﾠbetween	 ﾠcivilians	 ﾠand	 ﾠsoldiers;	 ﾠno	 ﾠdoubt	 ﾠthey	 ﾠalso	 ﾠlater	 ﾠserved	 ﾠas	 ﾠnews	 ﾠ
vehicles	 ﾠthrough	 ﾠwhich	 ﾠNazi	 ﾠpropaganda	 ﾠcould	 ﾠbe	 ﾠspread,	 ﾠhence	 ﾠeven	 ﾠthe	 ﾠNazi’s	 ﾠ
acknowledged	 ﾠthere	 ﾠis	 ﾠeducation	 ﾠin	 ﾠart.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠearly	 ﾠ1917	 ﾠthe	 ﾠartist	 ﾠfell	 ﾠsick	 ﾠand	 ﾠspent	 ﾠsome	 ﾠtime	 ﾠin	 ﾠmilitary	 ﾠhospital	 ﾠin	 ﾠHénin	 ﾠ
from	 ﾠ where	 ﾠ he	 ﾠ sent	 ﾠ more	 ﾠ picture	 ﾠ postcards	 ﾠ this	 ﾠ time	 ﾠ to	 ﾠ both	 ﾠ Jakob	 ﾠ and	 ﾠ
Bäumgartel	 ﾠ(Schubert	 ﾠ2010,	 ﾠp.36).	 ﾠThat	 ﾠsame	 ﾠyear	 ﾠhe	 ﾠwas	 ﾠstationed	 ﾠin	 ﾠArtois	 ﾠ
(near	 ﾠArras	 ﾠand	 ﾠLens	 ﾠ(Angres))	 ﾠand	 ﾠon	 ﾠthe	 ﾠeastern	 ﾠfront	 ﾠin	 ﾠBelarus.	 ﾠDuring	 ﾠthis	 ﾠ
period	 ﾠDix	 ﾠsketched	 ﾠan	 ﾠallegory	 ﾠof	 ﾠpeace	 ﾠnamed	 ﾠFinale	 ﾠ(Schubert	 ﾠ2010,	 ﾠp.36),	 ﾠ
perhaps	 ﾠevidencing	 ﾠthe	 ﾠshifting	 ﾠwill	 ﾠof	 ﾠthe	 ﾠsupposed	 ﾠautomatons	 ﾠ(soldiers).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠFebruary	 ﾠ1918	 ﾠOtto	 ﾠDix	 ﾠfell	 ﾠill	 ﾠagain	 ﾠand	 ﾠwas	 ﾠin	 ﾠa	 ﾠmilitary	 ﾠhospital	 ﾠin	 ﾠGera	 ﾠuntil	 ﾠ
March.	 ﾠBy	 ﾠOctober	 ﾠhe	 ﾠhad	 ﾠbeen	 ﾠpromoted	 ﾠto	 ﾠthe	 ﾠrank	 ﾠof	 ﾠvice-ﾭ‐sergeant	 ﾠmajor	 ﾠand	 ﾠ
began	 ﾠ pilot	 ﾠ training,	 ﾠ although	 ﾠ Löffler	 ﾠ (1989,	 ﾠ p.15)	 ﾠ suggests	 ﾠ he	 ﾠ was	 ﾠ merely	 ﾠ
observing	 ﾠ–	 ﾠthe	 ﾠlatter	 ﾠlends	 ﾠsome	 ﾠweight	 ﾠto	 ﾠthe	 ﾠargument	 ﾠthat	 ﾠthis	 ﾠexplains	 ﾠwhy	 ﾠ
he	 ﾠ went	 ﾠ through	 ﾠ some	 ﾠ of	 ﾠ the	 ﾠ war	 ﾠ physically	 ﾠ unharmed.	 ﾠ Peters	 ﾠ (2010	 ﾠ p.16)	 ﾠ
suggests	 ﾠDix	 ﾠdid	 ﾠthis	 ﾠas	 ﾠa	 ﾠmethod	 ﾠof	 ﾠescaping	 ﾠdying	 ﾠon	 ﾠthe	 ﾠfront	 ﾠline,	 ﾠsomething	 ﾠ	 ﾠ 144	 ﾠ
that	 ﾠwould	 ﾠcontradict	 ﾠthe	 ﾠartist’s	 ﾠNietzschean	 ﾠdrive	 ﾠbut	 ﾠperhaps	 ﾠmore	 ﾠin	 ﾠline	 ﾠwith	 ﾠ
his	 ﾠchanging	 ﾠsentiments.	 ﾠDix	 ﾠwrote	 ﾠto	 ﾠJakob	 ﾠshortly	 ﾠafter	 ﾠhis	 ﾠpromotion	 ﾠstating	 ﾠ	 ﾠ
	 ﾠ
I	 ﾠhave	 ﾠa	 ﾠhappy	 ﾠoccasion	 ﾠto	 ﾠtell	 ﾠyou	 ﾠabout	 ﾠtoday	 ﾠ…	 ﾠI	 ﾠwas	 ﾠpromoted	 ﾠto	 ﾠ
vice-ﾭ‐sergeant.	 ﾠWe	 ﾠare	 ﾠonly	 ﾠretreating.	 ﾠAll	 ﾠindications	 ﾠare	 ﾠthat	 ﾠit	 ﾠwill	 ﾠ
soon	 ﾠbe	 ﾠover	 ﾠ…	 ﾠI	 ﾠthink	 ﾠI	 ﾠwill	 ﾠbe	 ﾠable	 ﾠto	 ﾠgo	 ﾠon	 ﾠleave	 ﾠagain	 ﾠin	 ﾠthe	 ﾠcoming	 ﾠ
weeks.	 ﾠThe	 ﾠmail	 ﾠis	 ﾠprobably	 ﾠbeing	 ﾠheld	 ﾠback;	 ﾠI	 ﾠhave	 ﾠhad	 ﾠnot	 ﾠmail	 ﾠfrom	 ﾠ
you	 ﾠin	 ﾠa	 ﾠvery	 ﾠlong	 ﾠtime.	 ﾠAlthough	 ﾠit	 ﾠis	 ﾠextremely	 ﾠboring	 ﾠhere,	 ﾠI	 ﾠdo	 ﾠnot	 ﾠ
get	 ﾠany	 ﾠwork	 ﾠdone	 ﾠ–	 ﾠfor	 ﾠsheer	 ﾠboredom	 ﾠ...	 ﾠBest	 ﾠregards,	 ﾠYour	 ﾠDix.	 ﾠ(Otto	 ﾠ
Dix	 ﾠto	 ﾠHelen	 ﾠJakob,	 ﾠcirca	 ﾠOctober	 ﾠ8,	 ﾠ1918).	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠis	 ﾠunclear	 ﾠwhy	 ﾠJakob	 ﾠstopped	 ﾠwriting	 ﾠto	 ﾠDix	 ﾠor	 ﾠwhether	 ﾠin	 ﾠfact	 ﾠshe	 ﾠdid.	 ﾠWhat	 ﾠ
became	 ﾠ of	 ﾠ Helen	 ﾠ Jakob	 ﾠ also	 ﾠ remains	 ﾠ a	 ﾠ mystery.	 ﾠ The	 ﾠ Dresden	 ﾠ Archives	 ﾠ Office	 ﾠ
(Birth,	 ﾠDeath	 ﾠand	 ﾠMarriage	 ﾠRecords)	 ﾠcould	 ﾠnot	 ﾠlocate	 ﾠan	 ﾠentry	 ﾠfor	 ﾠher	 ﾠdeath	 ﾠor	 ﾠ
marriage.	 ﾠAlthough	 ﾠit	 ﾠdid	 ﾠconfirm	 ﾠthe	 ﾠentry	 ﾠof	 ﾠher	 ﾠfather	 ﾠHerman	 ﾠJakob	 ﾠand	 ﾠhis	 ﾠ
employment	 ﾠ as	 ﾠ a	 ﾠ caretaker	 ﾠ with	 ﾠ the	 ﾠ School	 ﾠ of	 ﾠ Arts	 ﾠ and	 ﾠ Crafts.	 ﾠ The	 ﾠ German	 ﾠ
National	 ﾠ Museum	 ﾠ in	 ﾠ (Nuremberg)	 ﾠ and	 ﾠ the	 ﾠ City	 ﾠ Archives	 ﾠ in	 ﾠ Gera	 ﾠ also	 ﾠ had	 ﾠ no	 ﾠ
information	 ﾠin	 ﾠthis	 ﾠrespect.	 ﾠAdditionally,	 ﾠneither	 ﾠstated	 ﾠthat	 ﾠany	 ﾠsuch	 ﾠrecords	 ﾠhad	 ﾠ
ever	 ﾠexisted.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠthe	 ﾠdocumentary	 ﾠevidence	 ﾠfrom	 ﾠDresden	 ﾠthere	 ﾠstands	 ﾠ
the	 ﾠgreater	 ﾠpossibility	 ﾠthat	 ﾠit	 ﾠmay	 ﾠhave	 ﾠbeen	 ﾠdestroyed.	 ﾠThis	 ﾠis	 ﾠbecause	 ﾠDresden	 ﾠ
suffered	 ﾠheavy	 ﾠbombing	 ﾠfrom	 ﾠthe	 ﾠallied	 ﾠforces	 ﾠduring	 ﾠthe	 ﾠSecond	 ﾠWorld	 ﾠWar	 ﾠas	 ﾠit	 ﾠ
housed	 ﾠthe	 ﾠfactories	 ﾠthat	 ﾠwere	 ﾠproducing	 ﾠweapons	 ﾠfor	 ﾠthe	 ﾠNazi	 ﾠwar	 ﾠeffort.	 ﾠIt	 ﾠis	 ﾠ
thought	 ﾠthat	 ﾠover	 ﾠone	 ﾠhundred	 ﾠand	 ﾠthirty	 ﾠfive	 ﾠthousand	 ﾠpeople	 ﾠperished	 ﾠduring	 ﾠ
these	 ﾠstrikes	 ﾠincluding	 ﾠresidents	 ﾠand	 ﾠrefugees.	 ﾠThe	 ﾠDresden	 ﾠAcademy	 ﾠof	 ﾠFine	 ﾠArts	 ﾠ
proved	 ﾠmore	 ﾠfruitful	 ﾠin	 ﾠterms	 ﾠof	 ﾠreference	 ﾠto	 ﾠdocumentary	 ﾠevidence	 ﾠavailable	 ﾠon	 ﾠ
Jakob	 ﾠfor	 ﾠexample	 ﾠthe	 ﾠdiscussion	 ﾠof	 ﾠthe	 ﾠfriendship	 ﾠbetween	 ﾠthe	 ﾠtwo	 ﾠin	 ﾠthe	 ﾠFrench	 ﾠ
newspaper	 ﾠLe	 ﾠJournal	 ﾠdu	 ﾠDimanche	 ﾠ(November	 ﾠ2007).	 ﾠHowever,	 ﾠthe	 ﾠquestion	 ﾠstill	 ﾠ
remains	 ﾠas	 ﾠto	 ﾠwhy	 ﾠJakob	 ﾠlost	 ﾠcontact	 ﾠwith	 ﾠDix	 ﾠshortly	 ﾠbefore	 ﾠthe	 ﾠconclusion	 ﾠof	 ﾠthe	 ﾠ
First	 ﾠWorld	 ﾠWar	 ﾠand	 ﾠwhat	 ﾠbecame	 ﾠof	 ﾠher.	 ﾠThere	 ﾠwere	 ﾠno	 ﾠrecords	 ﾠof	 ﾠJakob	 ﾠhaving	 ﾠ
emigrated	 ﾠfor	 ﾠinstance	 ﾠto	 ﾠthe	 ﾠUnited	 ﾠStates	 ﾠof	 ﾠAmerica	 ﾠunlike	 ﾠmany	 ﾠother	 ﾠGerman	 ﾠ
citizens.	 ﾠ
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Dix’s	 ﾠ relationships	 ﾠ with	 ﾠ women	 ﾠ were	 ﾠ certainly	 ﾠ not	 ﾠ atypical;	 ﾠ his	 ﾠ marriage	 ﾠ to	 ﾠ
Martha	 ﾠis	 ﾠbut	 ﾠone	 ﾠexample	 ﾠas	 ﾠdiscussed	 ﾠlater.	 ﾠIt	 ﾠis	 ﾠpostulated	 ﾠthat	 ﾠDix	 ﾠwas	 ﾠkeen	 ﾠto	 ﾠ
avoid	 ﾠthe	 ﾠkind	 ﾠof	 ﾠrelationship	 ﾠhis	 ﾠparents	 ﾠhad	 ﾠand	 ﾠtherefore	 ﾠthe	 ﾠwomen	 ﾠin	 ﾠhis	 ﾠlife	 ﾠ
were	 ﾠfar	 ﾠmore	 ﾠindependent	 ﾠin	 ﾠtheir	 ﾠexistence	 ﾠthan	 ﾠhis	 ﾠmother	 ﾠPauline.	 ﾠAlthough	 ﾠ
this	 ﾠnotion	 ﾠsits	 ﾠuncomfortably	 ﾠwith	 ﾠhis	 ﾠlater	 ﾠLustmord	 ﾠartworks	 ﾠ(discussed	 ﾠlater)	 ﾠ
that	 ﾠseem	 ﾠto	 ﾠperpetuate	 ﾠthe	 ﾠpotential	 ﾠmisogyny	 ﾠhe	 ﾠhad	 ﾠlearnt	 ﾠduring	 ﾠchildhood.	 ﾠ
In	 ﾠa	 ﾠletter	 ﾠwritten	 ﾠby	 ﾠDix	 ﾠto	 ﾠhis	 ﾠfriend	 ﾠKurt	 ﾠGünther	 ﾠcirca	 ﾠ1919	 ﾠhe	 ﾠstates	 ﾠ	 ﾠ
	 ﾠ
Fräulein	 ﾠLehnert	 ﾠlässt	 ﾠSie	 ﾠgrüßen.	 ﾠSie	 ﾠist	 ﾠeigentlich	 ﾠder	 ﾠerste	 ﾠweibliche	 ﾠ
Mensch,	 ﾠder	 ﾠmich	 ﾠinteressiert	 ﾠ...	 ﾠSie	 ﾠist	 ﾠsehr	 ﾠgeistreich.	 ﾠTranslated	 ﾠas:	 ﾠ
Miss	 ﾠ Lehnert	 ﾠ can	 ﾠ greet	 ﾠ you.	 ﾠ She	 ﾠ is	 ﾠ actually	 ﾠ the	 ﾠ first	 ﾠ female	 ﾠ that	 ﾠ
interests	 ﾠme	 ﾠ…	 ﾠshe	 ﾠis	 ﾠvery	 ﾠwitty	 ﾠ(Schmidt	 ﾠ1981,	 ﾠp.200).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ comments	 ﾠ are	 ﾠ interesting	 ﾠ because	 ﾠ they	 ﾠ confirm	 ﾠ that	 ﾠ Dix	 ﾠ had	 ﾠ not	 ﾠ been	 ﾠ
interested	 ﾠin	 ﾠanyone	 ﾠsince	 ﾠhe	 ﾠreturned	 ﾠfrom	 ﾠwar	 ﾠand	 ﾠbecause	 ﾠthey	 ﾠlend	 ﾠsome	 ﾠ
support	 ﾠto	 ﾠthe	 ﾠfact	 ﾠhis	 ﾠexperience	 ﾠmay	 ﾠhave	 ﾠimpacted	 ﾠon	 ﾠhis	 ﾠability	 ﾠto	 ﾠrelate	 ﾠto	 ﾠ
people	 ﾠ(see	 ﾠgenerally	 ﾠSherman	 ﾠ2011).	 ﾠ	 ﾠIt	 ﾠis	 ﾠpossible	 ﾠthat	 ﾠthese	 ﾠare	 ﾠsimply	 ﾠthe	 ﾠ
comments	 ﾠof	 ﾠa	 ﾠscorned	 ﾠDix	 ﾠmaybe	 ﾠbecause	 ﾠJakob	 ﾠhad	 ﾠmoved	 ﾠon	 ﾠwith	 ﾠher	 ﾠlife?	 ﾠThe	 ﾠ
latter	 ﾠcannot	 ﾠbe	 ﾠsubstantiated,	 ﾠas	 ﾠthe	 ﾠevidence	 ﾠis	 ﾠnot	 ﾠavailable.	 ﾠMiss	 ﾠLehnert’s	 ﾠ
identity	 ﾠis	 ﾠunknown	 ﾠas	 ﾠthere	 ﾠis	 ﾠlittle	 ﾠreference	 ﾠto	 ﾠher	 ﾠin	 ﾠthe	 ﾠdata	 ﾠavailable	 ﾠabout	 ﾠ
Dix.	 ﾠFrom	 ﾠan	 ﾠeducational	 ﾠperspective	 ﾠit	 ﾠis	 ﾠsalient	 ﾠto	 ﾠnote	 ﾠthat	 ﾠDix’s	 ﾠexperiences	 ﾠ
with	 ﾠthe	 ﾠwomen	 ﾠin	 ﾠhis	 ﾠlife	 ﾠaffected	 ﾠhis	 ﾠeducation	 ﾠand	 ﾠstrategic-ﾭ‐self,	 ﾠthese	 ﾠranged	 ﾠ
from	 ﾠ the	 ﾠ creative	 ﾠ and	 ﾠ positive	 ﾠ influence	 ﾠ of	 ﾠ his	 ﾠ mother	 ﾠ right	 ﾠ through	 ﾠ to	 ﾠ the	 ﾠ
support	 ﾠand	 ﾠdisappearance	 ﾠof	 ﾠJakob;	 ﾠbecause	 ﾠchange	 ﾠis	 ﾠa	 ﾠpowerful	 ﾠeducational	 ﾠ
motivator	 ﾠ(see	 ﾠgenerally	 ﾠRogers	 ﾠ2007,	 ﾠpp.18	 ﾠ–	 ﾠ24).	 ﾠThe	 ﾠeffect	 ﾠof	 ﾠthese	 ﾠinfluences,	 ﾠ
as	 ﾠ educational	 ﾠ motivators,	 ﾠ was	 ﾠ to	 ﾠ strengthen	 ﾠ his	 ﾠ resilience	 ﾠ and	 ﾠ the	 ﾠ will	 ﾠ to	 ﾠ
continue	 ﾠ fighting	 ﾠ and	 ﾠ painting	 ﾠ (including	 ﾠ drawing/sketching).	 ﾠ Educationally,	 ﾠ
support	 ﾠis	 ﾠvery	 ﾠimportant	 ﾠto	 ﾠguide	 ﾠthe	 ﾠlearner	 ﾠthrough	 ﾠthe	 ﾠladder	 ﾠof	 ﾠcompetence	 ﾠ
(to	 ﾠwhich	 ﾠmany	 ﾠauthors	 ﾠlay	 ﾠclaim)	 ﾠand	 ﾠfor	 ﾠthem	 ﾠto	 ﾠbe	 ﾠable	 ﾠto	 ﾠmanage	 ﾠchange.	 ﾠ
Furthermore,	 ﾠ it	 ﾠ may	 ﾠ well	 ﾠ have	 ﾠ acted	 ﾠ to	 ﾠ lend	 ﾠ the	 ﾠ artist	 ﾠ a	 ﾠ sense	 ﾠ of	 ﾠ direction,	 ﾠ
purpose	 ﾠ and	 ﾠ self-ﾭ‐worth	 ﾠ and	 ﾠ without	 ﾠ which	 ﾠ he	 ﾠ may	 ﾠ well	 ﾠ have	 ﾠ been	 ﾠ far	 ﾠ more	 ﾠ
reckless.	 ﾠThese	 ﾠpositive	 ﾠinfluences	 ﾠdo	 ﾠnot	 ﾠseem	 ﾠto	 ﾠaccord	 ﾠwith	 ﾠthe	 ﾠartworks	 ﾠDix	 ﾠ
later	 ﾠproduced	 ﾠthat	 ﾠconcentrated	 ﾠon	 ﾠthe	 ﾠtheme	 ﾠof	 ﾠsex	 ﾠmurders,	 ﾠexplicable	 ﾠpartly	 ﾠ	 ﾠ 146	 ﾠ
in	 ﾠthe	 ﾠterms	 ﾠthat	 ﾠthey	 ﾠmay	 ﾠhave	 ﾠbeen	 ﾠconnected	 ﾠto	 ﾠthe	 ﾠhypothesis	 ﾠthat	 ﾠJakob	 ﾠ
betrayed	 ﾠDix	 ﾠor	 ﾠsimply	 ﾠthat	 ﾠthese	 ﾠreflect	 ﾠcontemporary	 ﾠpopular	 ﾠculture	 ﾠthat	 ﾠDix	 ﾠ
sought	 ﾠto	 ﾠrepresent.	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠ arrived	 ﾠ at	 ﾠ a	 ﾠ training	 ﾠ camp	 ﾠ in	 ﾠ Schneidemühl	 ﾠ just	 ﾠ as	 ﾠ the	 ﾠ war	 ﾠ ended	 ﾠ and	 ﾠ
remained	 ﾠthere	 ﾠin	 ﾠguard	 ﾠduty	 ﾠuntil	 ﾠhis	 ﾠdischarge	 ﾠ(Löffler	 ﾠ1989,	 ﾠp.15).	 ﾠUnlike	 ﾠhis	 ﾠ
friend	 ﾠKurt	 ﾠLohse,	 ﾠOtto	 ﾠDix	 ﾠwas	 ﾠunable	 ﾠto	 ﾠachieve	 ﾠthe	 ﾠrank	 ﾠof	 ﾠLieutenant	 ﾠof	 ﾠthe	 ﾠ
Reserve	 ﾠ because	 ﾠ of	 ﾠ his	 ﾠ working	 ﾠ class	 ﾠ background	 ﾠ (Schubert	 ﾠ 2010,	 ﾠ p.37).	 ﾠ	 ﾠ
Educationally,	 ﾠthe	 ﾠexperience	 ﾠwould	 ﾠhave	 ﾠreinforced,	 ﾠin	 ﾠat	 ﾠleast	 ﾠDix’s	 ﾠmind,	 ﾠthe	 ﾠ
apparent	 ﾠinequality	 ﾠthat	 ﾠexisted	 ﾠbetween	 ﾠthe	 ﾠproletarian	 ﾠand	 ﾠbourgeoisie	 ﾠeven	 ﾠin	 ﾠ
an	 ﾠextreme	 ﾠsituation	 ﾠsuch	 ﾠas	 ﾠwar	 ﾠwhere	 ﾠdeath	 ﾠdiscriminated	 ﾠagainst	 ﾠno	 ﾠone.	 ﾠ	 ﾠ
	 ﾠ
During	 ﾠhis	 ﾠfour	 ﾠyears	 ﾠ(1914	 ﾠ–	 ﾠ1918)	 ﾠat	 ﾠwar	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠa	 ﾠprolific	 ﾠproducer	 ﾠof	 ﾠ
postcard	 ﾠfield	 ﾠsketches,	 ﾠthese	 ﾠhe	 ﾠsent	 ﾠto	 ﾠHelen	 ﾠJakob.	 ﾠMuch	 ﾠof	 ﾠthis	 ﾠwork	 ﾠwas	 ﾠin	 ﾠ
the	 ﾠcubo-ﾭ‐futuristic,	 ﾠexpressionst	 ﾠand	 ﾠverist	 ﾠstyles.	 ﾠHe	 ﾠalso	 ﾠcreated	 ﾠa	 ﾠdiary	 ﾠduring	 ﾠ
the	 ﾠwar	 ﾠ(published	 ﾠby	 ﾠthe	 ﾠAlbstadt	 ﾠGallery)	 ﾠalthough	 ﾠit	 ﾠtoo	 ﾠcontained	 ﾠmore	 ﾠvisual	 ﾠ
rather	 ﾠ than	 ﾠ documentary	 ﾠ data.	 ﾠ The	 ﾠ diary	 ﾠ generally	 ﾠ serves	 ﾠ as	 ﾠ a	 ﾠ reasonable	 ﾠ
representation	 ﾠ of	 ﾠ his	 ﾠ war	 ﾠ experience	 ﾠ in	 ﾠ which,	 ﾠ on	 ﾠ reflection	 ﾠ of	 ﾠ the	 ﾠ capitalist	 ﾠ
premise	 ﾠof	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠhe	 ﾠstated	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Once	 ﾠpeople	 ﾠfought	 ﾠfor	 ﾠwars	 ﾠfor	 ﾠthe	 ﾠsake	 ﾠof	 ﾠreligion;	 ﾠtoday	 ﾠit	 ﾠis	 ﾠfor	 ﾠthe	 ﾠ
sake	 ﾠof	 ﾠbusiness	 ﾠand	 ﾠindustry	 ﾠ–	 ﾠa	 ﾠstep	 ﾠbackward.	 ﾠ	 ﾠ
	 ﾠ
His	 ﾠsentiments	 ﾠsuggest	 ﾠthat	 ﾠsuch	 ﾠcapitalist	 ﾠwars,	 ﾠif	 ﾠit	 ﾠcan	 ﾠbe	 ﾠcast	 ﾠas	 ﾠsuch	 ﾠfor	 ﾠthe	 ﾠ
purposes	 ﾠof	 ﾠcontext	 ﾠin	 ﾠrelation	 ﾠto	 ﾠDix’s	 ﾠcomments,	 ﾠare	 ﾠpointless	 ﾠhowever	 ﾠon	 ﾠthe	 ﾠ
same	 ﾠ token	 ﾠ he	 ﾠ seems	 ﾠ to	 ﾠ suggest	 ﾠ that	 ﾠ some	 ﾠ battles	 ﾠ are	 ﾠ worth	 ﾠ fighting.	 ﾠ Even	 ﾠ
though	 ﾠon	 ﾠpage	 ﾠthirty	 ﾠof	 ﾠhis	 ﾠwar	 ﾠdiary	 ﾠhe	 ﾠnotes	 ﾠafter	 ﾠIsaiah	 ﾠ13:12	 ﾠ	 ﾠ
	 ﾠ
I	 ﾠwill	 ﾠmake	 ﾠa	 ﾠman	 ﾠmore	 ﾠprecious	 ﾠthan	 ﾠfine	 ﾠgold	 ﾠ(see	 ﾠSchubert	 ﾠ2010,	 ﾠ
p.38).	 ﾠ	 ﾠ
	 ﾠ	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 ﾠ
Having	 ﾠwitnessed	 ﾠthe	 ﾠdeath,	 ﾠdestruction	 ﾠand	 ﾠdevastation	 ﾠwar	 ﾠwreaked	 ﾠit	 ﾠis	 ﾠno	 ﾠ
wonder	 ﾠthat	 ﾠit	 ﾠbecame	 ﾠone	 ﾠof	 ﾠthe	 ﾠmajor	 ﾠthemes	 ﾠin	 ﾠthe	 ﾠartwork	 ﾠDix	 ﾠproduced.	 ﾠHis	 ﾠ
view	 ﾠon	 ﾠthe	 ﾠwar	 ﾠ(circa	 ﾠ1930)	 ﾠwas	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
[it]	 ﾠis	 ﾠsomething	 ﾠso	 ﾠanimal-ﾭ‐like:	 ﾠhunger,	 ﾠlice,	 ﾠslime,	 ﾠthese	 ﾠcrazy	 ﾠsounds	 ﾠ
[and	 ﾠ those]	 ﾠ insane	 ﾠ odors	 ﾠ …	 ﾠ Everything	 ﾠ is	 ﾠ completely	 ﾠ different	 ﾠ …	 ﾠ
standing	 ﾠin	 ﾠfront	 ﾠof	 ﾠearlier	 ﾠpaintings,	 ﾠI	 ﾠhad	 ﾠthe	 ﾠfeeling	 ﾠthat	 ﾠone	 ﾠside	 ﾠof	 ﾠ
reality	 ﾠwas	 ﾠnot	 ﾠbeing	 ﾠdepicted	 ﾠat	 ﾠall:	 ﾠthe	 ﾠugly.	 ﾠWar	 ﾠwas	 ﾠsomething	 ﾠ
horrible,	 ﾠ but	 ﾠ nonetheless	 ﾠ something	 ﾠ powerful	 ﾠ …	 ﾠ under	 ﾠ no	 ﾠ
circumstances	 ﾠ could	 ﾠ I	 ﾠ miss	 ﾠ it!	 ﾠ It	 ﾠ is	 ﾠ necessary	 ﾠ to	 ﾠ see	 ﾠ people	 ﾠ in	 ﾠ this	 ﾠ
unchained	 ﾠcondition	 ﾠin	 ﾠorder	 ﾠto	 ﾠknow	 ﾠsomething	 ﾠabout	 ﾠman	 ﾠ(Kinkel	 ﾠ
1961;	 ﾠSchubert	 ﾠ2010;	 ﾠsee	 ﾠgenerally	 ﾠBröhan	 ﾠ2007,	 ﾠp.19)2.	 ﾠ
	 ﾠ
There	 ﾠare	 ﾠtwo	 ﾠnotable	 ﾠimages	 ﾠthe	 ﾠartist	 ﾠproduced	 ﾠduring	 ﾠthe	 ﾠwar	 ﾠEin	 ﾠSchones	 ﾠ
Grab	 ﾠ (A	 ﾠ Beautiful	 ﾠ Grave)	 ﾠ (1916)	 ﾠ and	 ﾠ Lichtsignale	 ﾠ (Flare)	 ﾠ (1917).	 ﾠ The	 ﾠ first	 ﾠ of	 ﾠ
these	 ﾠwas	 ﾠa	 ﾠsepia-ﾭ‐coloured	 ﾠpostcard	 ﾠpencil	 ﾠsketch	 ﾠof	 ﾠa	 ﾠgrave	 ﾠin	 ﾠa	 ﾠcrater	 ﾠthat	 ﾠhas	 ﾠ
been	 ﾠcaused	 ﾠby	 ﾠa	 ﾠbomb,	 ﾠa	 ﾠcrucifix	 ﾠas	 ﾠa	 ﾠtombstone	 ﾠsignifies	 ﾠthe	 ﾠburial	 ﾠplace.	 ﾠThe	 ﾠ
image	 ﾠis	 ﾠless	 ﾠgruesome	 ﾠthan	 ﾠmuch	 ﾠof	 ﾠhis	 ﾠfield	 ﾠsketches	 ﾠthat	 ﾠcapture	 ﾠdeath	 ﾠand	 ﾠ
the	 ﾠphysically	 ﾠmaiming	 ﾠeffects	 ﾠof	 ﾠwarfare	 ﾠfor	 ﾠinstance	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠpoisoned	 ﾠ
flesh	 ﾠ and	 ﾠ rotting	 ﾠ skulls.	 ﾠ The	 ﾠ title	 ﾠ of	 ﾠ the	 ﾠ image	 ﾠ is	 ﾠ metaphoric	 ﾠ and	 ﾠ reveals	 ﾠ the	 ﾠ
education	 ﾠbehind	 ﾠit	 ﾠnamely	 ﾠthe	 ﾠdestruction	 ﾠof	 ﾠnature	 ﾠand	 ﾠhumanity.	 ﾠIn	 ﾠaddition,	 ﾠ
the	 ﾠimage	 ﾠrepresents	 ﾠthat	 ﾠwhich	 ﾠis	 ﾠleft	 ﾠwhence	 ﾠthe	 ﾠbodies	 ﾠno	 ﾠlonger	 ﾠlitter	 ﾠthe	 ﾠ
ground	 ﾠ –	 ﾠ nothing,	 ﾠ and	 ﾠ thus	 ﾠ a	 ﾠ return	 ﾠ to	 ﾠ the	 ﾠ essence	 ﾠ of	 ﾠ humanity	 ﾠ and	 ﾠ natural	 ﾠ
order.	 ﾠThe	 ﾠlandscape	 ﾠis	 ﾠbarren,	 ﾠburnt	 ﾠand	 ﾠpoisoned	 ﾠby	 ﾠwarfare;	 ﾠnothing	 ﾠlives	 ﾠ–	 ﾠa	 ﾠ
small	 ﾠtree	 ﾠtrunk	 ﾠstands	 ﾠin	 ﾠthe	 ﾠbackground	 ﾠwhere	 ﾠonce	 ﾠperhaps	 ﾠstood	 ﾠa	 ﾠbeautiful	 ﾠ
green	 ﾠvalley.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠsecond	 ﾠimage	 ﾠis	 ﾠvery	 ﾠdifferent	 ﾠ–	 ﾠhere	 ﾠthe	 ﾠartist	 ﾠpresents	 ﾠsomething	 ﾠfantastic	 ﾠ
in	 ﾠa	 ﾠcolourful	 ﾠglory	 ﾠ–	 ﾠa	 ﾠfirework	 ﾠdisplay	 ﾠpitched	 ﾠagainst	 ﾠa	 ﾠdeep	 ﾠnight	 ﾠsky.	 ﾠOften	 ﾠ
portrayed	 ﾠas	 ﾠgraphically	 ﾠviolent	 ﾠ–	 ﾠthis	 ﾠimage	 ﾠdepicts	 ﾠthe	 ﾠlight	 ﾠof	 ﾠa	 ﾠflare	 ﾠrevealing	 ﾠ
the	 ﾠ truth	 ﾠ hidden	 ﾠ on	 ﾠ the	 ﾠ ground	 ﾠ in	 ﾠ the	 ﾠ form	 ﾠ of	 ﾠ a	 ﾠ mound	 ﾠ of	 ﾠ dead	 ﾠ people	 ﾠ the	 ﾠ
identity	 ﾠof	 ﾠwhom	 ﾠis	 ﾠnot	 ﾠdecipherable	 ﾠbut	 ﾠare	 ﾠlikely	 ﾠto	 ﾠhave	 ﾠbeen	 ﾠsoldiers	 ﾠand/or	 ﾠ
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
2	 ﾠMy	 ﾠversion	 ﾠof	 ﾠDix’s	 ﾠsentiments	 ﾠis	 ﾠtext	 ﾠtaken	 ﾠboth	 ﾠfrom	 ﾠKinkel	 ﾠand	 ﾠSchubert.	 ﾠ	 ﾠ	 ﾠ 148	 ﾠ
civilians.	 ﾠThe	 ﾠimage	 ﾠis	 ﾠhighly	 ﾠintense	 ﾠby	 ﾠreason	 ﾠof	 ﾠthe	 ﾠbrush	 ﾠstrokes	 ﾠand	 ﾠcolours	 ﾠ
used.	 ﾠ	 ﾠ
	 ﾠ
From	 ﾠthe	 ﾠperspective	 ﾠof	 ﾠvisual	 ﾠsemiotics	 ﾠthe	 ﾠimage	 ﾠpresents	 ﾠnightfall	 ﾠas	 ﾠa	 ﾠveil	 ﾠ
that	 ﾠ disguises	 ﾠ (temporarily)	 ﾠ the	 ﾠ horrors	 ﾠ of	 ﾠ death	 ﾠ and	 ﾠ destruction,	 ﾠ only	 ﾠ to	 ﾠ be	 ﾠ
revealed	 ﾠby	 ﾠa	 ﾠnight	 ﾠsky	 ﾠlit	 ﾠup	 ﾠby	 ﾠcolourful	 ﾠflares	 ﾠused	 ﾠfor	 ﾠpurposes	 ﾠof	 ﾠsignaling,	 ﾠ
illumination	 ﾠand	 ﾠdefensive	 ﾠcounter	 ﾠmeasures	 ﾠ–	 ﾠthe	 ﾠlatter	 ﾠof	 ﾠwhich	 ﾠwas	 ﾠto	 ﾠkeep	 ﾠa	 ﾠ
watch	 ﾠon	 ﾠenemy	 ﾠmovement.	 ﾠThe	 ﾠirony	 ﾠwas	 ﾠthe	 ﾠrevelation	 ﾠof	 ﾠthe	 ﾠeffect	 ﾠof	 ﾠwar	 ﾠ
illuminated	 ﾠby	 ﾠits	 ﾠown	 ﾠprocesses	 ﾠparodying	 ﾠitself.	 ﾠ	 ﾠHere	 ﾠDix	 ﾠseeks	 ﾠto	 ﾠeducate	 ﾠ
people	 ﾠon	 ﾠwar	 ﾠas	 ﾠbeing	 ﾠsomething	 ﾠridiculous	 ﾠthat	 ﾠdeserves	 ﾠto	 ﾠbe	 ﾠintentionally	 ﾠ
mocked.	 ﾠ Iconographically,	 ﾠ the	 ﾠ image	 ﾠ was	 ﾠ produced	 ﾠ during	 ﾠ the	 ﾠ war	 ﾠ perhaps	 ﾠ
when	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠon	 ﾠnight	 ﾠwatch	 ﾠor	 ﾠin	 ﾠa	 ﾠstate	 ﾠof	 ﾠinsomnia	 ﾠbeing	 ﾠdeprived	 ﾠof	 ﾠ
sleep.	 ﾠDix’s	 ﾠstyle	 ﾠprovides	 ﾠa	 ﾠsupplementary	 ﾠeducational	 ﾠmessage;	 ﾠthe	 ﾠreality	 ﾠof	 ﾠ
warfare.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠimage	 ﾠdepicts	 ﾠthe	 ﾠground	 ﾠlittered	 ﾠwith	 ﾠdead	 ﾠbodies	 ﾠin	 ﾠwhite	 ﾠoutlines,	 ﾠthe	 ﾠ
distinct	 ﾠlack	 ﾠof	 ﾠdetail,	 ﾠunlike	 ﾠhis	 ﾠother	 ﾠartworks,	 ﾠpromotes	 ﾠthe	 ﾠimagination	 ﾠinto	 ﾠ
constructing	 ﾠnotions	 ﾠof	 ﾠperhaps	 ﾠtheir	 ﾠactual	 ﾠphysical	 ﾠstate	 ﾠand	 ﾠthe	 ﾠcircumstances	 ﾠ
in	 ﾠwhich	 ﾠthey	 ﾠdied;	 ﾠwas	 ﾠit	 ﾠdeath	 ﾠthrough	 ﾠa	 ﾠbayonet,	 ﾠwere	 ﾠthey	 ﾠshot	 ﾠor	 ﾠdid	 ﾠa	 ﾠbomb	 ﾠ
hit	 ﾠ the	 ﾠ site.	 ﾠ Symbolically,	 ﾠ the	 ﾠ bodies	 ﾠ are	 ﾠ connected	 ﾠ through	 ﾠ their	 ﾠ fraught	 ﾠ
physicality.	 ﾠ	 ﾠThe	 ﾠlevels	 ﾠof	 ﾠvisibility,	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠphysical	 ﾠbody,	 ﾠrepresent	 ﾠour	 ﾠ
connection	 ﾠto	 ﾠthem.	 ﾠHere,	 ﾠwe	 ﾠhave	 ﾠa	 ﾠrange	 ﾠof	 ﾠlevels	 ﾠof	 ﾠvisibility	 ﾠfrom	 ﾠthe	 ﾠfull	 ﾠ
body,	 ﾠwhich	 ﾠrepresents	 ﾠno	 ﾠconnection	 ﾠthrough	 ﾠto	 ﾠa	 ﾠheadshot	 ﾠwhich	 ﾠevidences	 ﾠa	 ﾠ
close	 ﾠ and	 ﾠ personal	 ﾠ relationship.	 ﾠ The	 ﾠ educational	 ﾠ message	 ﾠ here,	 ﾠ once	 ﾠ again,	 ﾠ
would	 ﾠbe	 ﾠthat	 ﾠdeath	 ﾠdoes	 ﾠnot	 ﾠdiscriminate	 ﾠagainst	 ﾠthe	 ﾠman	 ﾠ–	 ﾠthe	 ﾠbodies	 ﾠmay	 ﾠwell	 ﾠ
be	 ﾠof	 ﾠa	 ﾠrelative	 ﾠor	 ﾠa	 ﾠfather,	 ﾠson	 ﾠor	 ﾠlover.	 ﾠ	 ﾠ
Visual	 ﾠacuity	 ﾠis	 ﾠpurposefully	 ﾠreduced	 ﾠso	 ﾠthat	 ﾠthe	 ﾠbodies	 ﾠare	 ﾠat	 ﾠthe	 ﾠcentre	 ﾠof	 ﾠgaze.	 ﾠ
The	 ﾠbackground	 ﾠ(night	 ﾠsky	 ﾠand	 ﾠcolourful	 ﾠlight	 ﾠfrom	 ﾠthe	 ﾠflares)	 ﾠis	 ﾠsubjugated	 ﾠto	 ﾠa	 ﾠ
mere	 ﾠcollateral	 ﾠstate	 ﾠbecause	 ﾠthe	 ﾠdead	 ﾠbodies	 ﾠrequire	 ﾠour	 ﾠimmediate	 ﾠattention	 ﾠ
and	 ﾠnot	 ﾠthe	 ﾠsurroundings	 ﾠas	 ﾠsuch.	 ﾠ	 ﾠThus,	 ﾠthe	 ﾠeducational	 ﾠmessage	 ﾠis	 ﾠexaggerated.	 ﾠ
The	 ﾠuse	 ﾠof	 ﾠwhite	 ﾠlines	 ﾠto	 ﾠdetermine	 ﾠwhat	 ﾠis	 ﾠvisible	 ﾠof	 ﾠthe	 ﾠbodies	 ﾠalso	 ﾠacts	 ﾠto	 ﾠ
separate	 ﾠthe	 ﾠdead	 ﾠfrom	 ﾠthe	 ﾠworld	 ﾠdenoting	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠof	 ﾠthe	 ﾠmany	 ﾠdead	 ﾠa	 ﾠgreat	 ﾠ	 ﾠ 149	 ﾠ
number	 ﾠof	 ﾠthem	 ﾠprobably	 ﾠdid	 ﾠnot	 ﾠreally	 ﾠunderstand	 ﾠwhy	 ﾠthey	 ﾠwere	 ﾠthere	 ﾠor	 ﾠ
perhaps	 ﾠeven	 ﾠthey	 ﾠdid	 ﾠnot	 ﾠwant	 ﾠto	 ﾠbe	 ﾠthere	 ﾠat	 ﾠall.	 ﾠThe	 ﾠequiluminant	 ﾠquality	 ﾠin	 ﾠ
the	 ﾠ work	 ﾠ lends	 ﾠ motion	 ﾠ and	 ﾠ an	 ﾠ eerie	 ﾠ quality	 ﾠ to	 ﾠ it	 ﾠ –	 ﾠ Dix	 ﾠ has	 ﾠ successfully	 ﾠ
manipulated	 ﾠ the	 ﾠ way	 ﾠ that	 ﾠ the	 ﾠ brain	 ﾠ manages	 ﾠ vision	 ﾠ of	 ﾠ this	 ﾠ image	 ﾠ so	 ﾠ that	 ﾠ a	 ﾠ
particular	 ﾠemotion	 ﾠis	 ﾠachieved.	 ﾠHere,	 ﾠit	 ﾠis	 ﾠthe	 ﾠfantastic	 ﾠexuberance	 ﾠof	 ﾠwarfare	 ﾠset	 ﾠ
against	 ﾠits	 ﾠreality.	 ﾠSpatially	 ﾠthis	 ﾠis	 ﾠachieved	 ﾠthrough	 ﾠthe	 ﾠpresentation	 ﾠof	 ﾠcoarse	 ﾠ
information,	 ﾠwhich	 ﾠallows	 ﾠthe	 ﾠbrain	 ﾠto	 ﾠcomplete	 ﾠthe	 ﾠimage	 ﾠthrough	 ﾠa	 ﾠprocess	 ﾠ
referred	 ﾠto	 ﾠas	 ﾠillusory	 ﾠconjunction.	 ﾠThis	 ﾠallows	 ﾠviewers	 ﾠto	 ﾠlend	 ﾠa	 ﾠhumanistic	 ﾠ
interpretation	 ﾠto	 ﾠthis	 ﾠartwork.	 ﾠ
Dix	 ﾠcontinued	 ﾠto	 ﾠdraw	 ﾠand	 ﾠpaint	 ﾠduring	 ﾠthe	 ﾠwar	 ﾠperhaps	 ﾠamidst	 ﾠall	 ﾠthe	 ﾠvery	 ﾠ
natural	 ﾠstresses	 ﾠand	 ﾠstrains	 ﾠof	 ﾠwarfare	 ﾠcoupled	 ﾠwith	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠhe	 ﾠmust	 ﾠhave	 ﾠ
killed	 ﾠ many	 ﾠ soldiers	 ﾠ from	 ﾠ the	 ﾠ allied	 ﾠ forces,	 ﾠ this	 ﾠ was	 ﾠ something	 ﾠ that	 ﾠ brought	 ﾠ
some	 ﾠnormality	 ﾠto	 ﾠhis	 ﾠlife	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠcathartic	 ﾠrelief.	 ﾠIt	 ﾠwould	 ﾠbe	 ﾠdifficult	 ﾠto	 ﾠ
postulate	 ﾠthe	 ﾠexact	 ﾠeducational	 ﾠimpact	 ﾠthis	 ﾠwould	 ﾠhave	 ﾠhad	 ﾠin	 ﾠhis	 ﾠlife	 ﾠhowever	 ﾠ
one	 ﾠcan	 ﾠbe	 ﾠsure	 ﾠthat	 ﾠjustification	 ﾠfor	 ﾠhis	 ﾠactions	 ﾠwould	 ﾠhave	 ﾠpresented	 ﾠitself	 ﾠin	 ﾠ
the	 ﾠform	 ﾠof	 ﾠ‘do	 ﾠor	 ﾠdie’.	 ﾠAt	 ﾠthe	 ﾠtime	 ﾠthe	 ﾠartist	 ﾠwould	 ﾠhave	 ﾠhad	 ﾠlittle	 ﾠchoice	 ﾠbut	 ﾠ
follow	 ﾠorders.	 ﾠ
Although	 ﾠDix’s	 ﾠfield	 ﾠsketches	 ﾠare	 ﾠmostly	 ﾠpictorial	 ﾠrepresentations	 ﾠof	 ﾠfact,	 ﾠthe	 ﾠ
same	 ﾠ sketches	 ﾠ can	 ﾠ be	 ﾠ taken	 ﾠ as	 ﾠ realistic	 ﾠ records	 ﾠ of	 ﾠ his	 ﾠ Nietzschean	 ﾠ drive.	 ﾠ
Although,	 ﾠit	 ﾠis	 ﾠunlikely	 ﾠthat	 ﾠDix’s	 ﾠprimary	 ﾠpurpose	 ﾠof	 ﾠproducing	 ﾠthese	 ﾠimages	 ﾠ
was	 ﾠnot	 ﾠthe	 ﾠattainment	 ﾠof	 ﾠthe	 ﾠnotoriety	 ﾠhe	 ﾠcraved	 ﾠ–	 ﾠthere	 ﾠcan	 ﾠbe	 ﾠno	 ﾠdoubt	 ﾠthey	 ﾠ
later	 ﾠserved	 ﾠas	 ﾠan	 ﾠinspiration	 ﾠfor	 ﾠhis	 ﾠinfamous	 ﾠartwork	 ﾠon	 ﾠthe	 ﾠwar.	 ﾠGutbrod	 ﾠ
(2010,	 ﾠp.37)	 ﾠsuggests	 ﾠthat	 ﾠthe	 ﾠwar	 ﾠheightened	 ﾠDix’s	 ﾠartistic	 ﾠdrive	 ﾠand	 ﾠthus	 ﾠhe	 ﾠ
produced	 ﾠmuch	 ﾠduring	 ﾠit	 ﾠ–	 ﾠthis	 ﾠseems	 ﾠunlikely	 ﾠgiven	 ﾠhis	 ﾠlater	 ﾠcomments	 ﾠ(see	 ﾠ
below).	 ﾠIt	 ﾠis	 ﾠmore	 ﾠplausible	 ﾠthat	 ﾠthe	 ﾠartist’s	 ﾠprimary	 ﾠpurpose	 ﾠwas	 ﾠto	 ﾠkeep	 ﾠan	 ﾠ
accurate	 ﾠrecord	 ﾠof	 ﾠthe	 ﾠthings	 ﾠhe	 ﾠsaw	 ﾠand	 ﾠexperienced	 ﾠso	 ﾠthat	 ﾠhe	 ﾠmay	 ﾠthen	 ﾠlater	 ﾠ
share	 ﾠthese	 ﾠwith	 ﾠothers	 ﾠthrough	 ﾠhis	 ﾠart	 ﾠand	 ﾠeducate	 ﾠthem	 ﾠof	 ﾠits	 ﾠhorrors.	 ﾠIt	 ﾠis	 ﾠ
difficult	 ﾠto	 ﾠdetermine	 ﾠDix’s	 ﾠexact	 ﾠsentiments	 ﾠon	 ﾠthe	 ﾠwar	 ﾠas	 ﾠmuch	 ﾠof	 ﾠwhat	 ﾠhe	 ﾠsaid	 ﾠ
was	 ﾠwith	 ﾠthe	 ﾠbenefit	 ﾠof	 ﾠhindsight.	 ﾠHe	 ﾠdid	 ﾠhowever	 ﾠdepict	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠas	 ﾠ
an	 ﾠethnographic	 ﾠexperience	 ﾠwhere	 ﾠthe	 ﾠoneness	 ﾠof	 ﾠthe	 ﾠresearcher	 ﾠand	 ﾠsubject	 ﾠare	 ﾠ
objectified	 ﾠthrough	 ﾠart	 ﾠin	 ﾠa	 ﾠparody-ﾭ‐like	 ﾠfashion,	 ﾠhe	 ﾠstates	 ﾠ	 ﾠ	 ﾠ 150	 ﾠ
	 ﾠ
I	 ﾠstudied	 ﾠthe	 ﾠwar	 ﾠclosely.	 ﾠIt	 ﾠmust	 ﾠbe	 ﾠrepresented	 ﾠrealistically,	 ﾠso	 ﾠthat	 ﾠit	 ﾠ
is	 ﾠunderstood.	 ﾠThe	 ﾠartist	 ﾠworks	 ﾠso	 ﾠthat	 ﾠothers	 ﾠcan	 ﾠsee	 ﾠthat	 ﾠsuch	 ﾠa	 ﾠthing	 ﾠ
existed	 ﾠ(Kinkel	 ﾠ1962,	 ﾠp.13).	 ﾠ
	 ﾠ
It	 ﾠ is	 ﾠ also	 ﾠ stated	 ﾠ that	 ﾠ he	 ﾠ told	 ﾠ his	 ﾠ friend	 ﾠ and	 ﾠ fellow	 ﾠ Dresden	 ﾠ artist	 ﾠ Conrad	 ﾠ
Felixmüller	 ﾠthat	 ﾠthe	 ﾠfeeling	 ﾠof	 ﾠthrusting	 ﾠa	 ﾠbayonet	 ﾠinto	 ﾠthe	 ﾠenemy’s	 ﾠbody	 ﾠwas	 ﾠ
indescribable	 ﾠ (Barth	 ﾠ 1983,	 ﾠ p.16	 ﾠ –	 ﾠ 18).	 ﾠ This	 ﾠ accords	 ﾠ perhaps	 ﾠ more	 ﾠ with	 ﾠ a	 ﾠ
sadomasochistic	 ﾠ ideology	 ﾠ but	 ﾠ is	 ﾠ also	 ﾠ exemplary	 ﾠ of	 ﾠ natural	 ﾠ (primeval)	 ﾠ human	 ﾠ
emotions	 ﾠor	 ﾠthe	 ﾠvery	 ﾠbasics	 ﾠof	 ﾠman.	 ﾠIn	 ﾠhis	 ﾠwar	 ﾠdiary	 ﾠDix	 ﾠdescribes	 ﾠthe	 ﾠwar	 ﾠas	 ﾠa	 ﾠ
natural	 ﾠphenomenon,	 ﾠas	 ﾠrevenge	 ﾠbeing	 ﾠone	 ﾠof	 ﾠits	 ﾠsignificant	 ﾠattributes	 ﾠand	 ﾠas	 ﾠan	 ﾠ
insane	 ﾠfour-ﾭ‐year	 ﾠexercise	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠpp.34	 ﾠ–	 ﾠ36).	 ﾠ	 ﾠ
	 ﾠ
Van	 ﾠ Dyke	 ﾠ (2009,	 ﾠ p.43)	 ﾠ states	 ﾠ that	 ﾠ Dix	 ﾠ through	 ﾠ his	 ﾠ participation	 ﾠ in	 ﾠ the	 ﾠ war	 ﾠ
achieved	 ﾠthe	 ﾠmimesis	 ﾠin	 ﾠhis	 ﾠartwork	 ﾠfor	 ﾠwhich	 ﾠhe	 ﾠis	 ﾠso	 ﾠfamous.	 ﾠVan	 ﾠDyke,	 ﾠlike	 ﾠ
many	 ﾠ others	 ﾠ fails	 ﾠ to	 ﾠ highlight	 ﾠ the	 ﾠ educational	 ﾠ impact	 ﾠ of	 ﾠ placing	 ﾠ oneself	 ﾠ in	 ﾠ a	 ﾠ
situation	 ﾠwhere	 ﾠthe	 ﾠprobability	 ﾠof	 ﾠdeath	 ﾠis	 ﾠmuch	 ﾠhigher.	 ﾠIt	 ﾠis	 ﾠpossible	 ﾠthat	 ﾠone	 ﾠof	 ﾠ
the	 ﾠreasons	 ﾠfor	 ﾠwhich	 ﾠDix,	 ﾠa	 ﾠhighly	 ﾠself-ﾭ‐reflexive	 ﾠartist,	 ﾠvolunteered	 ﾠfor	 ﾠmilitary	 ﾠ
service	 ﾠwas	 ﾠto	 ﾠtest	 ﾠhis	 ﾠideals	 ﾠthe	 ﾠresult	 ﾠof	 ﾠwhich	 ﾠwould	 ﾠaffect	 ﾠthe	 ﾠrest	 ﾠof	 ﾠhis	 ﾠlife-ﾭ‐
trajectory.	 ﾠFor	 ﾠthe	 ﾠpurposes	 ﾠof	 ﾠeducation	 ﾠDix,	 ﾠas	 ﾠa	 ﾠlearner,	 ﾠneeded	 ﾠto	 ﾠtest	 ﾠthat	 ﾠ
which	 ﾠhe	 ﾠhad	 ﾠalready	 ﾠlearnt	 ﾠso	 ﾠthat	 ﾠhe	 ﾠcould	 ﾠdiscover	 ﾠand	 ﾠlearn	 ﾠnew	 ﾠthings	 ﾠabout	 ﾠ
himself	 ﾠand	 ﾠhumanity.	 ﾠ	 ﾠ
	 ﾠ
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CHAPTER	 ﾠ6	 ﾠ
BIOGRAPHY	 ﾠOF	 ﾠWILHELM	 ﾠHEINRICH	 ﾠOTTO	 ﾠDIX	 ﾠ	 ﾠ
	 ﾠ
6.1	 ﾠIntroduction	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠ chapter	 ﾠ presents	 ﾠ Dix’s	 ﾠ life	 ﾠ during	 ﾠ the	 ﾠ period	 ﾠ 1918	 ﾠ –	 ﾠ 1969;	 ﾠ this	 ﾠ period	 ﾠ
includes	 ﾠGermany’s	 ﾠWeimar	 ﾠperiod,	 ﾠthe	 ﾠSecond	 ﾠWorld	 ﾠWar	 ﾠand	 ﾠthe	 ﾠartist’s	 ﾠdeath.	 ﾠ	 ﾠ
	 ﾠ
6.2	 ﾠWeimar	 ﾠ(1918	 ﾠ–	 ﾠ1933)	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ November	 ﾠ 1918	 ﾠ Kaiser	 ﾠ Wilhelm	 ﾠ II	 ﾠ abdicated	 ﾠ and	 ﾠ Philipp	 ﾠ Scheidemann	 ﾠ
proclaimed	 ﾠthe	 ﾠGerman	 ﾠRepublic.	 ﾠOtto	 ﾠDix	 ﾠwas	 ﾠreleased	 ﾠfrom	 ﾠmilitary	 ﾠservice	 ﾠand	 ﾠ
returned	 ﾠto	 ﾠGera	 ﾠand	 ﾠto	 ﾠa	 ﾠGermany	 ﾠthat	 ﾠwas	 ﾠnow	 ﾠriddled	 ﾠwith	 ﾠmass	 ﾠeconomic	 ﾠ
(hyperinflation),	 ﾠ political	 ﾠ and	 ﾠ social	 ﾠ unrest.	 ﾠ The	 ﾠ German	 ﾠ army	 ﾠ had	 ﾠ been	 ﾠ
decimated	 ﾠby	 ﾠthe	 ﾠallied	 ﾠforces	 ﾠand	 ﾠas	 ﾠmany	 ﾠas	 ﾠtwo	 ﾠmillion	 ﾠGerman	 ﾠsoldiers	 ﾠhad	 ﾠ
been	 ﾠkilled	 ﾠand	 ﾠfour	 ﾠmillion	 ﾠwounded	 ﾠ(Gay	 ﾠ2001,	 ﾠp.147)	 ﾠresulting	 ﾠin	 ﾠa	 ﾠsharp	 ﾠrise	 ﾠ
in	 ﾠthe	 ﾠnumber	 ﾠof	 ﾠorphans	 ﾠand	 ﾠwidows.	 ﾠThe	 ﾠpeople	 ﾠof	 ﾠthe	 ﾠEmpire	 ﾠbelieved	 ﾠthat	 ﾠthe	 ﾠ
reparations	 ﾠimposed	 ﾠby	 ﾠthe	 ﾠallied	 ﾠcountries	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠthe	 ﾠTreaty	 ﾠof	 ﾠVersailles	 ﾠ
were	 ﾠmore	 ﾠrevengeful	 ﾠthan	 ﾠreparative	 ﾠ(Gay	 ﾠ2001,	 ﾠpp.14	 ﾠand	 ﾠ150).	 ﾠIn	 ﾠNovember	 ﾠ
1918	 ﾠthe	 ﾠEmpire	 ﾠwas	 ﾠproclaimed	 ﾠa	 ﾠrepublic	 ﾠby	 ﾠPresident	 ﾠEbert	 ﾠFriedrich	 ﾠleader	 ﾠ
of	 ﾠthe	 ﾠsocial	 ﾠdemocrats,	 ﾠfollowed	 ﾠclosely	 ﾠby	 ﾠthe	 ﾠabdication	 ﾠof	 ﾠKaiser	 ﾠWilhelm	 ﾠII.	 ﾠA	 ﾠ
constitution	 ﾠestablishing	 ﾠa	 ﾠliberal	 ﾠpolitical	 ﾠorder	 ﾠwas	 ﾠacquired	 ﾠin	 ﾠ1919	 ﾠand	 ﾠthe	 ﾠ
new	 ﾠWeimar	 ﾠRepublic	 ﾠbecame	 ﾠthe	 ﾠformer	 ﾠWilhelmine	 ﾠEmpire	 ﾠ(Gay	 ﾠ2001,	 ﾠp.17).	 ﾠ
	 ﾠ
Despite	 ﾠ the	 ﾠ dynamics	 ﾠ that	 ﾠ existed	 ﾠ during	 ﾠ this	 ﾠ period	 ﾠ the	 ﾠ Weimar	 ﾠ Republic	 ﾠ
prospered	 ﾠand	 ﾠso	 ﾠdid	 ﾠsocial	 ﾠequality	 ﾠrights	 ﾠfor	 ﾠinstance	 ﾠwomen	 ﾠwere	 ﾠgiven	 ﾠthe	 ﾠ
right	 ﾠto	 ﾠvote	 ﾠ(Zuehlke	 ﾠ2003,	 ﾠp.44).	 ﾠ	 ﾠDix,	 ﾠalong	 ﾠwith	 ﾠhis	 ﾠfellow	 ﾠartists,	 ﾠexperienced	 ﾠ
first	 ﾠhand	 ﾠthis	 ﾠmassive	 ﾠcultural,	 ﾠeducational,	 ﾠsocial	 ﾠand	 ﾠpolitical	 ﾠupheaval,	 ﾠmuch	 ﾠ
of	 ﾠwhich	 ﾠis	 ﾠreflected	 ﾠin	 ﾠhis	 ﾠartwork	 ﾠup-ﾭ‐and-ﾭ‐until	 ﾠ1933	 ﾠ(discussed	 ﾠlater).	 ﾠ
	 ﾠ
In	 ﾠthe	 ﾠyear	 ﾠ1919	 ﾠDix	 ﾠleft	 ﾠGera	 ﾠand	 ﾠreturned	 ﾠto	 ﾠDresden	 ﾠand	 ﾠhis	 ﾠformer	 ﾠplace	 ﾠof	 ﾠ
residence.	 ﾠHere	 ﾠmost	 ﾠof	 ﾠwhat	 ﾠhe	 ﾠhad	 ﾠleft	 ﾠbehind	 ﾠremained	 ﾠintact	 ﾠ(Löffler	 ﾠ1960,	 ﾠ
p.16).	 ﾠRather	 ﾠthan	 ﾠreturn	 ﾠto	 ﾠthe	 ﾠpolytechnic	 ﾠthis	 ﾠtime	 ﾠthe	 ﾠartist	 ﾠdirected	 ﾠhimself	 ﾠ	 ﾠ 152	 ﾠ
towards	 ﾠ the	 ﾠ Dresden	 ﾠ Akademie	 ﾠ der	 ﾠ Bildenden	 ﾠ Künste	 ﾠ (now	 ﾠ Hochschule	 ﾠ für	 ﾠ
Bildende	 ﾠ Künste:	 ﾠ Dresden	 ﾠ Academy	 ﾠ of	 ﾠ Art).	 ﾠ At	 ﾠ the	 ﾠ time	 ﾠ this	 ﾠ was	 ﾠ under	 ﾠ the	 ﾠ
leadership	 ﾠ of	 ﾠ Robert	 ﾠ Herrmann	 ﾠ Sterl.	 ﾠ Dix	 ﾠ had	 ﾠ envisaged	 ﾠ partaking	 ﾠ in	 ﾠ Richard	 ﾠ
Muller’s	 ﾠ drawing	 ﾠ classes,	 ﾠ however	 ﾠ Sterl	 ﾠ recognised	 ﾠ his	 ﾠ talent	 ﾠ and	 ﾠ instead	 ﾠ
directed	 ﾠhim	 ﾠto	 ﾠMax	 ﾠFeldbauer’s	 ﾠpainting	 ﾠclass	 ﾠinstead	 ﾠ(Löffler	 ﾠ1960,	 ﾠp.17).	 ﾠThe	 ﾠ
Dresden	 ﾠart	 ﾠscene	 ﾠwas	 ﾠnow	 ﾠwell	 ﾠorganised	 ﾠand	 ﾠpolitically	 ﾠactive	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠ
p.38),	 ﾠit	 ﾠis	 ﾠhere	 ﾠhe	 ﾠmet	 ﾠConrad	 ﾠFelixmüller,	 ﾠa	 ﾠprolific	 ﾠpolitical	 ﾠartist,	 ﾠsomeone	 ﾠwho	 ﾠ
would	 ﾠlater	 ﾠbecome	 ﾠa	 ﾠgood	 ﾠfriend	 ﾠand	 ﾠbe	 ﾠimmortalised	 ﾠin	 ﾠa	 ﾠfamily	 ﾠportrait	 ﾠ(see	 ﾠ
appendix	 ﾠone,	 ﾠtwenty-ﾭ‐nine).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ1919	 ﾠDix	 ﾠleft	 ﾠFeldbauer’s	 ﾠclass	 ﾠand	 ﾠbecame	 ﾠa	 ﾠpupil	 ﾠof	 ﾠOtto	 ﾠGußmann	 ﾠ(master	 ﾠ
decorative	 ﾠ painter),	 ﾠ that	 ﾠ same	 ﾠ year	 ﾠ he	 ﾠ became	 ﾠ a	 ﾠ founding	 ﾠ member	 ﾠ of	 ﾠ the	 ﾠ
Dresdener	 ﾠ Sezession	 ﾠ Gruppe	 ﾠ (Expressionists	 ﾠ and	 ﾠ Dadaists)	 ﾠ along	 ﾠ with	 ﾠ
Felixmüller.	 ﾠThe	 ﾠmotto	 ﾠof	 ﾠthe	 ﾠGruppe	 ﾠwas:	 ﾠtruth	 ﾠ–	 ﾠfraternity	 ﾠ–	 ﾠart	 ﾠ(Peters	 ﾠ2010,	 ﾠ
p.17;	 ﾠSenn	 ﾠ1991,	 ﾠp.71	 ﾠ–	 ﾠ79).	 ﾠLater	 ﾠthat	 ﾠyear	 ﾠthe	 ﾠGruppe	 ﾠheld	 ﾠan	 ﾠexhibition	 ﾠin	 ﾠ
Düsseldorf	 ﾠat	 ﾠthe	 ﾠgallery	 ﾠof	 ﾠthe	 ﾠurologist	 ﾠDr.	 ﾠHans	 ﾠKoch,	 ﾠa	 ﾠclose	 ﾠfriend	 ﾠof	 ﾠthe	 ﾠart	 ﾠ
dealer	 ﾠKarl	 ﾠNierendorf.	 ﾠUnbeknown	 ﾠto	 ﾠKoch,	 ﾠand	 ﾠOtto	 ﾠDix	 ﾠhimself,	 ﾠhe	 ﾠ(amongst	 ﾠ
others)	 ﾠwould	 ﾠplay	 ﾠa	 ﾠpivotal	 ﾠrole	 ﾠin	 ﾠDix’s	 ﾠeducational	 ﾠtrajectory.	 ﾠThree	 ﾠpoints	 ﾠ
require	 ﾠnotice.	 ﾠFirst,	 ﾠit	 ﾠis	 ﾠthrough	 ﾠDr.	 ﾠKoch	 ﾠthat	 ﾠDix	 ﾠmet	 ﾠhis	 ﾠfuture	 ﾠwife	 ﾠMartha.	 ﾠ
Second,	 ﾠ the	 ﾠ artist	 ﾠ met	 ﾠ the	 ﾠ art	 ﾠ dealer	 ﾠ Karl	 ﾠ Nierendorf	 ﾠ who	 ﾠ would	 ﾠ focus	 ﾠ his	 ﾠ
artworks	 ﾠand	 ﾠcareer.	 ﾠFinally,	 ﾠit	 ﾠwas	 ﾠDr.	 ﾠKoch	 ﾠthat	 ﾠhad	 ﾠpreviously	 ﾠexhibited	 ﾠthe	 ﾠ
artworks	 ﾠof	 ﾠDix’s	 ﾠrecent	 ﾠacquaintance	 ﾠConrad	 ﾠFelixmüller.	 ﾠHence,	 ﾠother	 ﾠthan	 ﾠthe	 ﾠ
early	 ﾠ influences	 ﾠ in	 ﾠ Dix’s	 ﾠ educational	 ﾠ life	 ﾠ which	 ﾠ included	 ﾠ Pauline	 ﾠ Dix,	 ﾠ Franz	 ﾠ
Amman,	 ﾠMasters	 ﾠSchunke	 ﾠand	 ﾠSenff,	 ﾠNietzsche	 ﾠand	 ﾠMazdaznan,	 ﾠthe	 ﾠinfluences	 ﾠin	 ﾠ
Dix’s	 ﾠ later	 ﾠ educational	 ﾠ life	 ﾠ and	 ﾠ general	 ﾠ life-ﾭ‐trajectory	 ﾠ can	 ﾠ be	 ﾠ attributed	 ﾠ to	 ﾠ the	 ﾠ
Dresdener	 ﾠSezession	 ﾠGruppe	 ﾠand	 ﾠFelixmüller	 ﾠthrough	 ﾠwhich	 ﾠbecame	 ﾠconnected	 ﾠ
to	 ﾠDr.	 ﾠHans	 ﾠKoch.	 ﾠAt	 ﾠthis	 ﾠstage	 ﾠDix	 ﾠalso	 ﾠmet	 ﾠanother	 ﾠperson	 ﾠthat	 ﾠwould	 ﾠinfluence	 ﾠ
Dix’s	 ﾠcreativity	 ﾠis	 ﾠJohanna	 ﾠEy	 ﾠor	 ﾠMutter	 ﾠEy	 ﾠ(Mother	 ﾠEy),	 ﾠshe	 ﾠwas	 ﾠthe	 ﾠowner	 ﾠof	 ﾠ
Galerie	 ﾠEy	 ﾠor	 ﾠJunge	 ﾠKunst	 ﾠ–	 ﾠFrau	 ﾠEy	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.49).	 ﾠThus,	 ﾠEy	 ﾠmust	 ﾠalso	 ﾠbe	 ﾠ
included	 ﾠin	 ﾠthe	 ﾠlist	 ﾠof	 ﾠthose	 ﾠthat	 ﾠhad	 ﾠsome	 ﾠeducational	 ﾠinfluence	 ﾠin	 ﾠDix’s	 ﾠlife.	 ﾠ	 ﾠ
	 ﾠ
At	 ﾠthis	 ﾠpoint	 ﾠin	 ﾠhis	 ﾠlife	 ﾠDix	 ﾠwas	 ﾠworking	 ﾠvery	 ﾠmuch	 ﾠin	 ﾠthe	 ﾠDadaist	 ﾠstyle.	 ﾠThe	 ﾠBerlin	 ﾠ
Dada,	 ﾠof	 ﾠwhich	 ﾠGeorge	 ﾠGrosz	 ﾠand	 ﾠChristian	 ﾠSchad	 ﾠwere	 ﾠalso	 ﾠpart,	 ﾠwas	 ﾠnot	 ﾠa	 ﾠcopy	 ﾠ	 ﾠ 153	 ﾠ
of	 ﾠ the	 ﾠ Zurich	 ﾠ Dada	 ﾠ as	 ﾠ post-ﾭ‐war	 ﾠ Switzerland	 ﾠ was	 ﾠ very	 ﾠ different	 ﾠ to	 ﾠ post-ﾭ‐war	 ﾠ
Weimar	 ﾠ(see	 ﾠgenerally,	 ﾠLewer	 ﾠ2009,	 ﾠpp.19	 ﾠ–	 ﾠ20).	 ﾠIt	 ﾠwas	 ﾠconsidered	 ﾠan	 ﾠadvance	 ﾠon	 ﾠ
Futurism	 ﾠas	 ﾠan	 ﾠanti-ﾭ‐bourgeoisie,	 ﾠmale-ﾭ‐chauvinistic	 ﾠand	 ﾠanarchic	 ﾠpessimistic	 ﾠstyle,	 ﾠ
the	 ﾠ difference	 ﾠ between	 ﾠ the	 ﾠ two	 ﾠ can	 ﾠ be	 ﾠ found	 ﾠ in	 ﾠ the	 ﾠ lack	 ﾠ of	 ﾠ nationalism	 ﾠ and	 ﾠ
optimism	 ﾠ in	 ﾠ the	 ﾠ former	 ﾠ style.	 ﾠ Futurism	 ﾠ was	 ﾠ an	 ﾠ art	 ﾠ and	 ﾠ social	 ﾠ movement	 ﾠ
originating	 ﾠin	 ﾠthe	 ﾠtwentieth	 ﾠcentury	 ﾠin	 ﾠItaly	 ﾠwith	 ﾠparallel	 ﾠmovements	 ﾠin	 ﾠEngland	 ﾠ
and	 ﾠRussia.	 ﾠThe	 ﾠFuturists	 ﾠsought	 ﾠto	 ﾠdepict	 ﾠcontemporary	 ﾠnotions	 ﾠof	 ﾠthe	 ﾠfuture	 ﾠ
including	 ﾠ technology	 ﾠ and	 ﾠ violence.	 ﾠ Futurism	 ﾠ was	 ﾠ founded	 ﾠ on	 ﾠ the	 ﾠ Futurist	 ﾠ
Manifesto	 ﾠof	 ﾠ1909	 ﾠpublished	 ﾠin	 ﾠLe	 ﾠFigaro	 ﾠ(Paris)	 ﾠwritten	 ﾠby	 ﾠthe	 ﾠItalian	 ﾠwriter	 ﾠ
Filippo	 ﾠTommaso	 ﾠMarinetti	 ﾠ(see	 ﾠJoll	 ﾠ1960).	 ﾠDuring	 ﾠthese	 ﾠyears,	 ﾠor	 ﾠwhat	 ﾠLöffler	 ﾠ
(1960,	 ﾠ p.23)	 ﾠ describes	 ﾠ as	 ﾠ Dix’s	 ﾠ youthful	 ﾠ work,	 ﾠ the	 ﾠ artist	 ﾠ experimented	 ﾠ with	 ﾠ
expressive	 ﾠsymbolism;	 ﾠcreating	 ﾠnew	 ﾠform	 ﾠby	 ﾠusing	 ﾠthe	 ﾠvisible	 ﾠworld	 ﾠas	 ﾠa	 ﾠstarting	 ﾠ
point	 ﾠwith	 ﾠthe	 ﾠaim	 ﾠof	 ﾠpreserving	 ﾠonly	 ﾠthe	 ﾠidea	 ﾠof	 ﾠwhat	 ﾠis	 ﾠrepresented	 ﾠ(Löffler	 ﾠ
1960,	 ﾠp.22).	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠis	 ﾠunknown	 ﾠwhere	 ﾠthe	 ﾠterm	 ﾠDada	 ﾠoriginated.	 ﾠVersions	 ﾠof	 ﾠthe	 ﾠmovement	 ﾠexisted	 ﾠ
in	 ﾠBerlin,	 ﾠParis	 ﾠand	 ﾠZurich.	 ﾠThe	 ﾠmajority	 ﾠof	 ﾠthe	 ﾠliterature	 ﾠon	 ﾠits	 ﾠorigins	 ﾠpoints	 ﾠto	 ﾠ
the	 ﾠpoet	 ﾠand	 ﾠtheorist	 ﾠHugo	 ﾠBall	 ﾠand	 ﾠthe	 ﾠcabaret	 ﾠbar	 ﾠcalled	 ﾠthe	 ﾠCabaret	 ﾠVoltaire	 ﾠ
(Spiegelgasse,	 ﾠZurich	 ﾠin	 ﾠ1916).	 ﾠBall	 ﾠin	 ﾠhis	 ﾠdiary,	 ﾠFlight	 ﾠOut	 ﾠof	 ﾠTime,	 ﾠwrote	 ﾠof	 ﾠhow	 ﾠ
he	 ﾠ suggested	 ﾠ the	 ﾠ term	 ﾠ Dada	 ﾠ for	 ﾠ the	 ﾠ collective	 ﾠ publication	 ﾠ of	 ﾠ the	 ﾠ Zurich	 ﾠ
movement.	 ﾠOther	 ﾠvariations	 ﾠof	 ﾠthe	 ﾠorigins	 ﾠalso	 ﾠexist	 ﾠincluding	 ﾠone	 ﾠby	 ﾠRichard	 ﾠ
Huelsenbeck	 ﾠ who	 ﾠ had	 ﾠ arrived	 ﾠ in	 ﾠ Berlin	 ﾠ from	 ﾠ Zurich	 ﾠ in	 ﾠ 1917,	 ﾠ see	 ﾠ generally	 ﾠ
Hopkins	 ﾠ(2004,	 ﾠp.8	 ﾠ–	 ﾠ9).	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Berlin	 ﾠ Dada	 ﾠ (and	 ﾠ its	 ﾠ successor	 ﾠ Surrealism)	 ﾠ were	 ﾠ avant-ﾭ‐garde	 ﾠ art	 ﾠ movements;	 ﾠ
probing	 ﾠexperience	 ﾠthrough	 ﾠthe	 ﾠadvance	 ﾠsocio-ﾭ‐political	 ﾠand	 ﾠaesthetic	 ﾠposition	 ﾠto	 ﾠ
which	 ﾠthe	 ﾠmodern	 ﾠartist	 ﾠshould	 ﾠaspire	 ﾠ(Hopkins	 ﾠ2004,	 ﾠpp.3	 ﾠ–	 ﾠ4).	 ﾠIt	 ﾠis	 ﾠduring	 ﾠhis	 ﾠ
Dadaist	 ﾠphase	 ﾠthat	 ﾠDix	 ﾠmet	 ﾠGeorge	 ﾠGrosz.	 ﾠThe	 ﾠBerlin	 ﾠmovement	 ﾠdemised	 ﾠshortly	 ﾠ
after	 ﾠ its	 ﾠ public	 ﾠ manifestation	 ﾠ in	 ﾠ 1920	 ﾠ to	 ﾠ which	 ﾠ the	 ﾠ rise	 ﾠ of	 ﾠ Nazism	 ﾠ also	 ﾠ
contributed.	 ﾠThe	 ﾠParisian	 ﾠequivalent	 ﾠsuffered	 ﾠthe	 ﾠsame	 ﾠfate	 ﾠby	 ﾠmid-ﾭ‐1922;	 ﾠit	 ﾠhad	 ﾠ
served	 ﾠits	 ﾠpurpose	 ﾠbecause	 ﾠthe	 ﾠartists	 ﾠhad	 ﾠfound	 ﾠthe	 ﾠmoral	 ﾠcertainty	 ﾠthey	 ﾠwere	 ﾠ
looking	 ﾠ for.	 ﾠ Towards	 ﾠ the	 ﾠ end	 ﾠ some	 ﾠ of	 ﾠ the	 ﾠ most	 ﾠ eminent	 ﾠ Dadaist’s	 ﾠ became	 ﾠ
communist	 ﾠcommentators	 ﾠfor	 ﾠexample	 ﾠJohn	 ﾠHeartfield	 ﾠ(see	 ﾠHopkins	 ﾠ2004,	 ﾠp.12).	 ﾠ	 ﾠ	 ﾠ	 ﾠ 154	 ﾠ
	 ﾠ
Surrealism,	 ﾠ questioning	 ﾠ the	 ﾠ stability	 ﾠ and	 ﾠ self-ﾭ‐evidence	 ﾠ of	 ﾠ reality,	 ﾠ emerged	 ﾠ in	 ﾠ
1924.	 ﾠVerism	 ﾠ(as	 ﾠan	 ﾠartistic	 ﾠstyle)	 ﾠspans	 ﾠacross	 ﾠboth	 ﾠDadaism	 ﾠand	 ﾠSurrealism	 ﾠ
(1920’s	 ﾠ–	 ﾠ1933),	 ﾠthe	 ﾠlatter	 ﾠof	 ﾠwhich	 ﾠexisted	 ﾠuntil	 ﾠ1966	 ﾠ(it	 ﾠis	 ﾠalternatively	 ﾠargued	 ﾠ
as	 ﾠ existing	 ﾠ until	 ﾠ the	 ﾠ death	 ﾠ of	 ﾠ perhaps	 ﾠ the	 ﾠ greatest	 ﾠ surrealist	 ﾠ Salvador	 ﾠ Dali	 ﾠ in	 ﾠ
1989).	 ﾠThere	 ﾠwere	 ﾠthree	 ﾠforms	 ﾠof	 ﾠVerist	 ﾠSurrealism	 ﾠnamely	 ﾠclassical,	 ﾠsocial	 ﾠand	 ﾠ
visionary.	 ﾠDix’s	 ﾠpainting	 ﾠof	 ﾠDr.	 ﾠMayer-ﾭ‐Herman	 ﾠ(1926)	 ﾠ(appendix	 ﾠone,	 ﾠfigure	 ﾠ30)	 ﾠis	 ﾠ
a	 ﾠgood	 ﾠexample	 ﾠof	 ﾠDix’s	 ﾠCubist	 ﾠand	 ﾠFauvist	 ﾠinfluenced	 ﾠwork	 ﾠ–	 ﾠhere	 ﾠit	 ﾠis	 ﾠoften	 ﾠ
argued	 ﾠthat	 ﾠindividual	 ﾠand	 ﾠmachine	 ﾠare	 ﾠin	 ﾠa	 ﾠfetishlike	 ﾠfusion.	 ﾠ	 ﾠ
	 ﾠ
Pablo	 ﾠ Picasso	 ﾠ created	 ﾠ cubism	 ﾠ in	 ﾠ Paris	 ﾠ circa	 ﾠ 1907	 ﾠ –	 ﾠ 1914;	 ﾠ this	 ﾠ art	 ﾠ movement	 ﾠ
rejected	 ﾠ the	 ﾠ notion	 ﾠ that	 ﾠ art	 ﾠ should	 ﾠ copy	 ﾠ nature	 ﾠ and	 ﾠ traditional	 ﾠ techniques	 ﾠ of	 ﾠ
perspective,	 ﾠ modelling	 ﾠ and	 ﾠ foreshortening.	 ﾠ They	 ﾠ emphasised	 ﾠ the	 ﾠ two-ﾭ‐
dimensionality	 ﾠof	 ﾠthe	 ﾠcanvas	 ﾠby	 ﾠusing	 ﾠgeometric	 ﾠform	 ﾠwith	 ﾠshadow	 ﾠand	 ﾠspace	 ﾠ
(see	 ﾠgenerally	 ﾠSabine	 ﾠRewald	 ﾠat	 ﾠwww.metmuseum.org).	 ﾠFauvism	 ﾠ(les	 ﾠFauves	 ﾠor	 ﾠ
the	 ﾠwild	 ﾠbeasts)	 ﾠwas	 ﾠa	 ﾠpost-ﾭ‐impressionist	 ﾠFrench	 ﾠ(Paris)	 ﾠart	 ﾠmovement	 ﾠ(from	 ﾠ
circa	 ﾠ1905)	 ﾠthat	 ﾠconcentrated	 ﾠon	 ﾠrich	 ﾠcolour	 ﾠand	 ﾠpainterly	 ﾠqualities	 ﾠrather	 ﾠthan	 ﾠ
the	 ﾠ representation	 ﾠ or	 ﾠ realistic	 ﾠ values	 ﾠ of	 ﾠ the	 ﾠ impressionists.	 ﾠ Fauvists	 ﾠ include	 ﾠ
Henri	 ﾠMatisse	 ﾠand	 ﾠRaoul	 ﾠDufy.	 ﾠ
	 ﾠ
Dix	 ﾠ chose	 ﾠ to	 ﾠ focus	 ﾠ in	 ﾠ his	 ﾠ work	 ﾠ on	 ﾠ society,	 ﾠ transcending	 ﾠ aesthetic	 ﾠ and	 ﾠ
philosophical	 ﾠ discourses.	 ﾠ Van	 ﾠ Dyke	 ﾠ (2009,	 ﾠ p.45)	 ﾠ suggests	 ﾠ this	 ﾠ to	 ﾠ be	 ﾠ an	 ﾠ anti-ﾭ‐
Expressionist	 ﾠ stance	 ﾠ (see	 ﾠ appendix	 ﾠ one,	 ﾠ figure	 ﾠ 31).	 ﾠ In	 ﾠ his	 ﾠ only	 ﾠ published	 ﾠ
statement	 ﾠduring	 ﾠthe	 ﾠ1920’s	 ﾠDix	 ﾠstated	 ﾠ	 ﾠ
	 ﾠ
Ein	 ﾠ Schalagwort	 ﾠ hat	 ﾠ die	 ﾠ letzten	 ﾠ Jahre	 ﾠ hindurch	 ﾠ durch	 ﾠ die	 ﾠ schaffende	 ﾠ
Künstelergeneration	 ﾠ bewegt.	 ﾠ ‘Schafft	 ﾠ neue	 ﾠ Ausdrucksformen!’	 ﾠ lautete	 ﾠ
die	 ﾠParole.	 ﾠOb	 ﾠdas	 ﾠaber	 ﾠüberhaupt	 ﾠmöglich	 ﾠist,	 ﾠerscheint	 ﾠmir	 ﾠdurchaus	 ﾠ
zweifelhaft.	 ﾠWenn	 ﾠman	 ﾠsich	 ﾠvor	 ﾠden	 ﾠBildern	 ﾠalter	 ﾠMeister	 ﾠaufhält	 ﾠoder	 ﾠ
sich	 ﾠin	 ﾠdas	 ﾠStudium	 ﾠ	 ﾠdieser	 ﾠSchöpfungen	 ﾠvertieft,	 ﾠwird	 ﾠmir	 ﾠder	 ﾠeine	 ﾠoder	 ﾠ
andere	 ﾠ gewiß	 ﾠ recht	 ﾠ geben.	 ﾠ Jedenfalls	 ﾠ liegt	 ﾠ für	 ﾠ mich	 ﾠ das	 ﾠ Neue	 ﾠ in	 ﾠ der	 ﾠ
Malarie	 ﾠin	 ﾠder	 ﾠVerbreiterung	 ﾠdes	 ﾠStoffgebietes,	 ﾠin	 ﾠeiner	 ﾠSteigerung	 ﾠder	 ﾠ
eben	 ﾠ bei	 ﾠ den	 ﾠ alten	 ﾠ Meistern	 ﾠ bereits	 ﾠ im	 ﾠ Kern	 ﾠ vorhandenen	 ﾠ	 ﾠ 155	 ﾠ
Ausdrucksformen	 ﾠ (Dix,	 ﾠ 1927).	 ﾠ Translated	 ﾠ as:	 ﾠ [the]	 ﾠ slogan	 ﾠ [that]	 ﾠ has	 ﾠ
driven	 ﾠcreative	 ﾠartistic	 ﾠgenerations	 ﾠfor	 ﾠthe	 ﾠlast	 ﾠfew	 ﾠyears	 ﾠ[is;]	 ﾠcreate	 ﾠ
new	 ﾠforms	 ﾠof	 ﾠexpression!	 ﾠI	 ﾠthoroughly	 ﾠdoubt	 ﾠwhether	 ﾠthat	 ﾠis	 ﾠpossible	 ﾠ
at	 ﾠ all.	 ﾠ While	 ﾠ standing	 ﾠ before	 ﾠ the	 ﾠ pictures	 ﾠ of	 ﾠ the	 ﾠ Old	 ﾠ Masters	 ﾠ or	 ﾠ …	 ﾠ
engrossed	 ﾠin	 ﾠthe	 ﾠstudy	 ﾠof	 ﾠthese	 ﾠcreations	 ﾠ[what	 ﾠis	 ﾠnew,	 ﾠfor	 ﾠme	 ﾠat	 ﾠleast,	 ﾠ
is	 ﾠ to	 ﾠ broaden	 ﾠ the	 ﾠ fabric	 ﾠ of	 ﾠ art	 ﾠ by	 ﾠ building	 ﾠ on	 ﾠ the	 ﾠ core	 ﾠ of	 ﾠ already	 ﾠ
existing	 ﾠexpression	 ﾠand	 ﾠexpressive	 ﾠforms	 ﾠpresent	 ﾠin	 ﾠthe	 ﾠartworks	 ﾠof	 ﾠ
the	 ﾠOld	 ﾠMasters]3.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
On	 ﾠthis	 ﾠrare	 ﾠoccasion	 ﾠDix	 ﾠconfirms	 ﾠhis	 ﾠsentiments,	 ﾠwhich	 ﾠsubstantiate	 ﾠthe	 ﾠearlier	 ﾠ
educational	 ﾠinfluences	 ﾠ(as	 ﾠdiscussed)	 ﾠin	 ﾠhis	 ﾠlife	 ﾠnamely:	 ﾠto	 ﾠbuild	 ﾠon	 ﾠthat	 ﾠwhich	 ﾠhas	 ﾠ
already	 ﾠbeen	 ﾠdone,	 ﾠexplore	 ﾠnew	 ﾠideas	 ﾠand	 ﾠboundaries,	 ﾠand	 ﾠto	 ﾠlearn	 ﾠfrom	 ﾠthat,	 ﾠ
which	 ﾠ is	 ﾠ all	 ﾠ around	 ﾠ us.	 ﾠ From	 ﾠ 1920/1922	 ﾠ onwards,	 ﾠ in	 ﾠ perhaps	 ﾠ an	 ﾠ act	 ﾠ of	 ﾠ sub-ﾭ‐
conscious	 ﾠ plurality	 ﾠ and	 ﾠ grounded	 ﾠ in	 ﾠ function,	 ﾠ Dix	 ﾠ fused	 ﾠ his	 ﾠ Cubo-ﾭ‐Futurist,	 ﾠ
Expressionist,	 ﾠ Dadaist	 ﾠ and	 ﾠ Verist	 ﾠ styles	 ﾠ into	 ﾠ single	 ﾠ artworks.	 ﾠ The	 ﾠ artist	 ﾠ later	 ﾠ
(circa	 ﾠ1924)	 ﾠwent	 ﾠon	 ﾠto	 ﾠcombine	 ﾠhis	 ﾠDadaist	 ﾠstyle	 ﾠwith	 ﾠthe	 ﾠtechniques	 ﾠpursued	 ﾠby	 ﾠ
the	 ﾠfifteenth	 ﾠand	 ﾠsixteenth	 ﾠcentury	 ﾠNorth	 ﾠEuropean	 ﾠpainters	 ﾠwith	 ﾠthe	 ﾠtechnical	 ﾠ
mastery	 ﾠ of	 ﾠ the	 ﾠ Old	 ﾠ Masters	 ﾠ he	 ﾠ so	 ﾠ admired	 ﾠ –	 ﾠ the	 ﾠ result	 ﾠ was	 ﾠ a	 ﾠ distinctive	 ﾠ
culmination	 ﾠof	 ﾠDadaist	 ﾠmotifs	 ﾠand	 ﾠtraditional	 ﾠcultural	 ﾠvalues	 ﾠ(see	 ﾠgenerally	 ﾠVan	 ﾠ
Dyke	 ﾠ 2009,	 ﾠ p.44).	 ﾠ Eventually,	 ﾠ Dix	 ﾠ like	 ﾠ many	 ﾠ other	 ﾠ artists,	 ﾠ moved	 ﾠ away	 ﾠ from	 ﾠ
Verism	 ﾠas	 ﾠan	 ﾠartistic	 ﾠstyle	 ﾠand	 ﾠtowards	 ﾠcritical	 ﾠtraditionalism	 ﾠ(Peters	 ﾠ2010,	 ﾠpp.14	 ﾠ
and	 ﾠ19).	 ﾠ	 ﾠ
	 ﾠ
From	 ﾠan	 ﾠeducational	 ﾠperspective	 ﾠthe	 ﾠchoice	 ﾠto	 ﾠfuse	 ﾠstyles	 ﾠor	 ﾠa	 ﾠmove	 ﾠfrom	 ﾠone	 ﾠ
style	 ﾠto	 ﾠanother	 ﾠhelps	 ﾠilluminate	 ﾠthe	 ﾠdynamics	 ﾠof	 ﾠthe	 ﾠart	 ﾠworld	 ﾠat	 ﾠthat	 ﾠtime	 ﾠbut	 ﾠ
also	 ﾠDix’s	 ﾠcreative	 ﾠspirit.	 ﾠAdditionally,	 ﾠit	 ﾠalso	 ﾠhighlights	 ﾠthe	 ﾠ‘newer’	 ﾠeducational	 ﾠ
influences	 ﾠin	 ﾠhis	 ﾠlife	 ﾠ(see	 ﾠsupra	 ﾠp.152).	 ﾠDix	 ﾠwas	 ﾠsuccessful	 ﾠin	 ﾠdeploying	 ﾠnew	 ﾠstyles	 ﾠ
through	 ﾠwhich	 ﾠhe	 ﾠcontinued	 ﾠto	 ﾠshare	 ﾠhis	 ﾠexperiences	 ﾠand	 ﾠknowledge.	 ﾠWith	 ﾠthis	 ﾠin	 ﾠ
mind	 ﾠit	 ﾠis	 ﾠsalient	 ﾠto	 ﾠnote	 ﾠthat	 ﾠthe	 ﾠperiod	 ﾠ1918	 ﾠ–	 ﾠ1923	 ﾠwas	 ﾠdifficult	 ﾠfor	 ﾠmany	 ﾠparts	 ﾠ
of	 ﾠGermany	 ﾠwith	 ﾠfood	 ﾠrationing	 ﾠand	 ﾠhigh	 ﾠlevels	 ﾠof	 ﾠinflation	 ﾠthat	 ﾠinfluenced	 ﾠthe	 ﾠ
necessity	 ﾠfor	 ﾠpolitical	 ﾠchange.	 ﾠThis	 ﾠincluded	 ﾠthe	 ﾠabolition	 ﾠof	 ﾠthe	 ﾠthen	 ﾠthree-ﾭ‐party	 ﾠ
voting	 ﾠ system	 ﾠ that	 ﾠ seemed	 ﾠ to	 ﾠ have	 ﾠ been	 ﾠ designed	 ﾠ against	 ﾠ the	 ﾠ benefit	 ﾠ of	 ﾠ the	 ﾠ
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
3	 ﾠThis	 ﾠtranslation	 ﾠis	 ﾠpartly	 ﾠthat	 ﾠof	 ﾠVan	 ﾠDyke	 ﾠ(2009,	 ﾠp.47)	 ﾠand	 ﾠmy	 ﾠown.	 ﾠ	 ﾠ	 ﾠ	 ﾠ 156	 ﾠ
common	 ﾠpeople	 ﾠ(proletariat).	 ﾠFurthermore	 ﾠtrade	 ﾠunionism	 ﾠwas	 ﾠfar	 ﾠmore	 ﾠactive	 ﾠin	 ﾠ
pursuing	 ﾠ individual	 ﾠ rights.	 ﾠ These	 ﾠ are	 ﾠ significant	 ﾠ events	 ﾠ that	 ﾠ evidence	 ﾠ
contemporary	 ﾠsocial	 ﾠmood,	 ﾠone	 ﾠthat	 ﾠpromoted	 ﾠequality	 ﾠthat	 ﾠalso	 ﾠinfluenced	 ﾠDix’s	 ﾠ
artwork	 ﾠand	 ﾠhis	 ﾠeducatedness	 ﾠ(see	 ﾠsupra	 ﾠp.37).	 ﾠ	 ﾠ
	 ﾠ
A	 ﾠdevalued	 ﾠcurrency	 ﾠhad	 ﾠled	 ﾠto	 ﾠan	 ﾠinvestment	 ﾠin	 ﾠassets	 ﾠsuch	 ﾠas	 ﾠworks	 ﾠof	 ﾠart	 ﾠthat	 ﾠ
in	 ﾠ Dresden	 ﾠ before	 ﾠ World	 ﾠ War	 ﾠ I	 ﾠ can	 ﾠ be	 ﾠ regarded	 ﾠ as	 ﾠ having	 ﾠ taken	 ﾠ a	 ﾠ late-ﾭ‐
impressionist	 ﾠstyle	 ﾠand	 ﾠafter	 ﾠit	 ﾠas	 ﾠbroadly	 ﾠexpressionist	 ﾠ(Löffler	 ﾠ1960,	 ﾠp.18).	 ﾠThis	 ﾠ
speculation	 ﾠin	 ﾠart	 ﾠresulted	 ﾠin	 ﾠincreased	 ﾠdemand	 ﾠand	 ﾠprices,	 ﾠwith	 ﾠthe	 ﾠnotion	 ﾠthat	 ﾠ
expressionist	 ﾠwork	 ﾠwas	 ﾠbought	 ﾠby	 ﾠthose	 ﾠwith	 ﾠtoo	 ﾠmuch	 ﾠill	 ﾠgotten	 ﾠwealth	 ﾠand	 ﾠnot	 ﾠ
enough	 ﾠcultural	 ﾠunderstanding.	 ﾠOtto	 ﾠDix’s	 ﾠ(and	 ﾠGeorge	 ﾠGrosz’s)	 ﾠartwork,	 ﾠwhich	 ﾠ
more	 ﾠ conservative	 ﾠ German	 ﾠ artists	 ﾠ associated	 ﾠ with	 ﾠ the	 ﾠ Weimar	 ﾠ Republic,	 ﾠ was	 ﾠ
often	 ﾠthe	 ﾠsubject	 ﾠof	 ﾠvicious	 ﾠattacks	 ﾠin	 ﾠthe	 ﾠGerman	 ﾠArt	 ﾠCorrespondence	 ﾠ(Clinefelter	 ﾠ
2005,	 ﾠpp.26	 ﾠ–	 ﾠ27	 ﾠand	 ﾠ34).	 ﾠThe	 ﾠartist	 ﾠwas	 ﾠalso	 ﾠcritical	 ﾠabout	 ﾠfemale	 ﾠemancipation	 ﾠ
and	 ﾠthe	 ﾠdegeneration	 ﾠof	 ﾠGerman	 ﾠsociety	 ﾠwith	 ﾠhigh	 ﾠlevels	 ﾠof	 ﾠabortion,	 ﾠprostitution	 ﾠ
and	 ﾠvenereal	 ﾠdisease;	 ﾠthe	 ﾠmedia	 ﾠwas	 ﾠproliferated	 ﾠby	 ﾠscarcely	 ﾠcensored	 ﾠhorror	 ﾠ
movies	 ﾠand	 ﾠnovels.	 ﾠGeorge	 ﾠGrosz	 ﾠwas	 ﾠvery	 ﾠfond	 ﾠof	 ﾠthe	 ﾠlatter	 ﾠ–	 ﾠhe	 ﾠwas	 ﾠa	 ﾠgood	 ﾠ
friend	 ﾠof	 ﾠOtto	 ﾠDix.	 ﾠ
	 ﾠ
From	 ﾠ 1919	 ﾠ Dix	 ﾠ ceased	 ﾠ experimenting	 ﾠ with	 ﾠ Dada	 ﾠ and	 ﾠ Expressionism	 ﾠ
concentrating	 ﾠinstead	 ﾠon	 ﾠeroticism	 ﾠand	 ﾠreality,	 ﾠon	 ﾠthis	 ﾠendeavour	 ﾠhe	 ﾠstates	 ﾠ
	 ﾠ
where	 ﾠemotion	 ﾠand	 ﾠexperience	 ﾠare	 ﾠleft	 ﾠout,	 ﾠthey	 ﾠcannot	 ﾠbe	 ﾠreplaced	 ﾠby	 ﾠ
form	 ﾠand	 ﾠcolour	 ﾠalone.	 ﾠMy	 ﾠendeavour	 ﾠis	 ﾠto	 ﾠachieve	 ﾠa	 ﾠrepresentation	 ﾠof	 ﾠ
our	 ﾠage,	 ﾠfor	 ﾠI	 ﾠbelieve	 ﾠthat	 ﾠa	 ﾠpicture	 ﾠmust	 ﾠbefore	 ﾠall	 ﾠexpress	 ﾠa	 ﾠcontent	 ﾠ
(Löffler	 ﾠ1960,	 ﾠp.26).	 ﾠ	 ﾠ
	 ﾠ
What	 ﾠ is	 ﾠ clear	 ﾠ from	 ﾠ this	 ﾠ is	 ﾠ that	 ﾠ Dix	 ﾠ firmly	 ﾠ believed	 ﾠ that	 ﾠ the	 ﾠ messages	 ﾠ in	 ﾠ his	 ﾠ
artwork	 ﾠ should	 ﾠ be	 ﾠ viewed	 ﾠ through	 ﾠ representations	 ﾠ of	 ﾠ reality	 ﾠ that	 ﾠ came	 ﾠ from	 ﾠ
content	 ﾠ devoid	 ﾠ of	 ﾠ the	 ﾠ artist’s	 ﾠ emotion	 ﾠ and	 ﾠ experience.	 ﾠ Thus,	 ﾠ the	 ﾠ educational	 ﾠ
messages	 ﾠin	 ﾠhis	 ﾠartwork	 ﾠraised	 ﾠmuch	 ﾠdebate;	 ﾠmessages	 ﾠthat	 ﾠcould	 ﾠbe	 ﾠclassed	 ﾠas	 ﾠ
objectively	 ﾠand	 ﾠhumanistically	 ﾠeducative.	 ﾠThis	 ﾠwas	 ﾠa	 ﾠform	 ﾠof	 ﾠVerism,	 ﾠDix’s	 ﾠform	 ﾠof	 ﾠ
Verism,	 ﾠ which	 ﾠ has	 ﾠ been	 ﾠ referred	 ﾠ to	 ﾠ as	 ﾠ Magic	 ﾠ or	 ﾠ Transcendental	 ﾠ Realism	 ﾠ –	 ﾠ	 ﾠ 157	 ﾠ
perhaps	 ﾠ the	 ﾠ term	 ﾠ Meta-ﾭ‐Realism	 ﾠ could	 ﾠ be	 ﾠ preferred.	 ﾠ At	 ﾠ the	 ﾠ Academy	 ﾠ Dix	 ﾠ
continued	 ﾠon	 ﾠworking	 ﾠin	 ﾠhis	 ﾠown	 ﾠverist	 ﾠstyle,	 ﾠan	 ﾠexample	 ﾠof	 ﾠwhich	 ﾠincludes	 ﾠthe	 ﾠ
painting	 ﾠParents	 ﾠI	 ﾠ(1921,	 ﾠBasle,	 ﾠKunsthalle)	 ﾠthat	 ﾠwas	 ﾠa	 ﾠportrait	 ﾠof	 ﾠhis	 ﾠparents	 ﾠand	 ﾠ
Trench	 ﾠ(1923),	 ﾠthe	 ﾠlatter	 ﾠwas	 ﾠpossibly	 ﾠdestroyed	 ﾠby	 ﾠthe	 ﾠNazi’s.	 ﾠWith	 ﾠreference	 ﾠto	 ﾠ
his	 ﾠwork	 ﾠDix	 ﾠstated,	 ﾠin	 ﾠcongruence	 ﾠwith	 ﾠDadaist	 ﾠideology,	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
life	 ﾠis	 ﾠnot	 ﾠthat	 ﾠcolourful	 ﾠat	 ﾠall.	 ﾠIt	 ﾠis	 ﾠmuch	 ﾠdarker	 ﾠ[and]	 ﾠquieter	 ﾠin	 ﾠits	 ﾠ
tonality	 ﾠ…	 ﾠI	 ﾠwanted	 ﾠto	 ﾠdepict	 ﾠthings	 ﾠas	 ﾠthey	 ﾠreally	 ﾠare	 ﾠ(Wetzel	 ﾠ1965;	 ﾠ
repr.	 ﾠin	 ﾠ1985	 ﾠexh.	 ﾠcat.,	 ﾠpp.288–9).	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠ painted	 ﾠ two	 ﾠ notable	 ﾠ portraits	 ﾠ of	 ﾠ his	 ﾠ parents	 ﾠ and	 ﾠ both	 ﾠ substantiate	 ﾠ the	 ﾠ
educational	 ﾠimpact	 ﾠthat	 ﾠthey	 ﾠas	 ﾠindividuals	 ﾠand	 ﾠcollectively	 ﾠhad	 ﾠupon	 ﾠhim	 ﾠin	 ﾠhis	 ﾠ
youth	 ﾠand	 ﾠlater	 ﾠlife.	 ﾠThe	 ﾠartist	 ﾠpainted	 ﾠBildnis	 ﾠder	 ﾠEltern	 ﾠ1	 ﾠ(Portrait	 ﾠof	 ﾠArtists	 ﾠ
Parents	 ﾠI)	 ﾠin	 ﾠ1921	 ﾠwhich	 ﾠwas	 ﾠconfiscated	 ﾠin	 ﾠ1937	 ﾠand	 ﾠhe	 ﾠcreated	 ﾠBildnis	 ﾠder	 ﾠ
Eltern	 ﾠ2	 ﾠ(Portrait	 ﾠof	 ﾠArtists	 ﾠParents	 ﾠII)	 ﾠin	 ﾠ1924.	 ﾠPeters	 ﾠ(2010,	 ﾠp.14	 ﾠ–	 ﾠ15)	 ﾠsuggests	 ﾠ
that	 ﾠthe	 ﾠtwo	 ﾠportraits	 ﾠare	 ﾠforced-ﾭ‐images	 ﾠthat	 ﾠrepresent	 ﾠthe	 ﾠcouple	 ﾠwith	 ﾠcalloused	 ﾠ
fingers	 ﾠ (gout)	 ﾠ and	 ﾠ scarred	 ﾠ physiognomies	 ﾠ marked	 ﾠ with	 ﾠ empathy	 ﾠ and	 ﾠ
scrutinizing	 ﾠdistance.	 ﾠThe	 ﾠimages	 ﾠbare	 ﾠstriking	 ﾠsimilarities	 ﾠas	 ﾠboth	 ﾠdepict	 ﾠthe	 ﾠ
couple	 ﾠsat	 ﾠon	 ﾠa	 ﾠsofa,	 ﾠincidentally	 ﾠthe	 ﾠsofa	 ﾠis	 ﾠthe	 ﾠsame	 ﾠin	 ﾠboth	 ﾠpaintings.	 ﾠIn	 ﾠBildnis	 ﾠ
der	 ﾠEltern	 ﾠ1	 ﾠthe	 ﾠcouple	 ﾠis	 ﾠseated	 ﾠquite	 ﾠclose	 ﾠto	 ﾠeach	 ﾠother	 ﾠin	 ﾠa	 ﾠsomewhat	 ﾠconfined	 ﾠ
space.	 ﾠIn	 ﾠcontrast,	 ﾠin	 ﾠBildnis	 ﾠder	 ﾠEltern	 ﾠ2	 ﾠthey	 ﾠappear	 ﾠin	 ﾠa	 ﾠmuch	 ﾠmore	 ﾠspacious	 ﾠ
albeit	 ﾠin	 ﾠa	 ﾠrelatively	 ﾠsimilar	 ﾠsetting.	 ﾠ	 ﾠ
	 ﾠ
There	 ﾠare	 ﾠa	 ﾠnumber	 ﾠof	 ﾠthings	 ﾠthat	 ﾠcan	 ﾠbe	 ﾠdiscerned	 ﾠfrom	 ﾠthese	 ﾠimages	 ﾠin	 ﾠterms	 ﾠ
of	 ﾠvisual	 ﾠsemiotics.	 ﾠIn	 ﾠBildnis	 ﾠder	 ﾠEltern	 ﾠ1	 ﾠDix	 ﾠdepicts	 ﾠtwo	 ﾠproletarian	 ﾠfigures	 ﾠ
through	 ﾠdeploying	 ﾠcolours	 ﾠthat	 ﾠare	 ﾠrather	 ﾠgrey	 ﾠand	 ﾠdull.	 ﾠIn	 ﾠcontrast,	 ﾠthe	 ﾠlater	 ﾠ
painting	 ﾠimplies	 ﾠsocial	 ﾠmobility	 ﾠwith	 ﾠhis	 ﾠparents	 ﾠpresented	 ﾠin	 ﾠa	 ﾠfar	 ﾠwealthier	 ﾠand	 ﾠ
spatial	 ﾠsetting,	 ﾠthis	 ﾠwas	 ﾠsomething	 ﾠthat	 ﾠdid	 ﾠnot	 ﾠapply	 ﾠto	 ﾠmany	 ﾠother	 ﾠGermans	 ﾠat	 ﾠ
that	 ﾠtime.	 ﾠBildnis	 ﾠder	 ﾠEltern	 ﾠ1	 ﾠdepicts	 ﾠDix’s	 ﾠmother	 ﾠlooking	 ﾠtired	 ﾠand	 ﾠoverworked	 ﾠ
and	 ﾠin	 ﾠcontrast	 ﾠhis	 ﾠfather	 ﾠdoes	 ﾠnot.	 ﾠPerhaps	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠpaying	 ﾠhomage	 ﾠto	 ﾠthe	 ﾠ
sacrifices	 ﾠthat	 ﾠhis	 ﾠmother	 ﾠhad	 ﾠmade	 ﾠfor	 ﾠthe	 ﾠfamily	 ﾠthat	 ﾠincluded	 ﾠgiving	 ﾠup	 ﾠher	 ﾠ
career	 ﾠaspirations	 ﾠ(poetry	 ﾠand	 ﾠmusic)	 ﾠand	 ﾠinstead	 ﾠtaking	 ﾠup	 ﾠmenial	 ﾠjobs	 ﾠsuch	 ﾠas	 ﾠ
that	 ﾠof	 ﾠa	 ﾠseamstress.	 ﾠThe	 ﾠuse	 ﾠof	 ﾠspace	 ﾠrepresent	 ﾠthe	 ﾠlimitations	 ﾠin	 ﾠthe	 ﾠlives	 ﾠof	 ﾠ	 ﾠ 158	 ﾠ
both	 ﾠ his	 ﾠ parents	 ﾠ especially	 ﾠ because	 ﾠ in	 ﾠ Bildnis	 ﾠ der	 ﾠ Eltern	 ﾠ 1	 ﾠ his	 ﾠ father	 ﾠ takes	 ﾠ
precedence	 ﾠbeing	 ﾠthe	 ﾠlarger	 ﾠof	 ﾠthe	 ﾠtwo	 ﾠfigures	 ﾠand	 ﾠhe	 ﾠis	 ﾠplaced	 ﾠprominently	 ﾠin	 ﾠ
front	 ﾠof	 ﾠDix’s	 ﾠmother	 ﾠwho	 ﾠis	 ﾠforced	 ﾠto	 ﾠplay	 ﾠa	 ﾠmarginal	 ﾠrole	 ﾠin	 ﾠthe	 ﾠbackground.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠlater	 ﾠpainting	 ﾠ(Bildnis	 ﾠder	 ﾠEltern	 ﾠ2)	 ﾠpresents	 ﾠthe	 ﾠparents	 ﾠas	 ﾠequals.	 ﾠThis	 ﾠis	 ﾠ
something	 ﾠconfirmed	 ﾠby	 ﾠsocial	 ﾠsemiotic	 ﾠanalysis	 ﾠevidencing	 ﾠthe	 ﾠsocial	 ﾠmood	 ﾠat	 ﾠ
the	 ﾠ time	 ﾠ and	 ﾠ the	 ﾠ fact	 ﾠ that	 ﾠ his	 ﾠ parents	 ﾠ were	 ﾠ wealthier	 ﾠ in	 ﾠ comparison	 ﾠ to	 ﾠ the	 ﾠ
proletariat.	 ﾠ There	 ﾠ is	 ﾠ not	 ﾠ to	 ﾠ my	 ﾠ knowledge	 ﾠ from	 ﾠ current	 ﾠ literature	 ﾠ any	 ﾠ direct	 ﾠ
evidence	 ﾠthat	 ﾠPauline	 ﾠever	 ﾠreturned	 ﾠto	 ﾠmusic	 ﾠor	 ﾠpoetry.	 ﾠFrom	 ﾠan	 ﾠeducational	 ﾠ
perspective	 ﾠwhat	 ﾠis	 ﾠclear	 ﾠis	 ﾠthat	 ﾠDix	 ﾠlearnt	 ﾠfrom	 ﾠthe	 ﾠroles	 ﾠthat	 ﾠhis	 ﾠparents	 ﾠplayed	 ﾠ
out	 ﾠin	 ﾠtheir	 ﾠrelationship	 ﾠthat	 ﾠwhich	 ﾠhe	 ﾠdid	 ﾠand	 ﾠdid	 ﾠnot	 ﾠwant	 ﾠfrom	 ﾠhis	 ﾠown	 ﾠfuture	 ﾠ
relationships	 ﾠand	 ﾠthe	 ﾠartist’s	 ﾠrelaxed	 ﾠrelationship	 ﾠwith	 ﾠMartha	 ﾠ(discussed	 ﾠlater)	 ﾠ
is	 ﾠa	 ﾠgood	 ﾠexample	 ﾠof	 ﾠthis.	 ﾠStrangely,	 ﾠin	 ﾠthis	 ﾠrespect	 ﾠDix	 ﾠseems	 ﾠto	 ﾠfall	 ﾠoutside	 ﾠof	 ﾠ
those	 ﾠthat	 ﾠneed	 ﾠto	 ﾠexperience	 ﾠeverything	 ﾠfor	 ﾠthemselves	 ﾠin	 ﾠorder	 ﾠto	 ﾠappreciate	 ﾠ
its	 ﾠreality	 ﾠbecause	 ﾠhe	 ﾠhas	 ﾠlearnt	 ﾠfrom	 ﾠthe	 ﾠexamples	 ﾠthat	 ﾠothers	 ﾠhave	 ﾠset.	 ﾠ	 ﾠ
	 ﾠ
Symbolically,	 ﾠ both	 ﾠ paintings	 ﾠ present	 ﾠ his	 ﾠ parents	 ﾠ at	 ﾠ eye-ﾭ‐level	 ﾠ with	 ﾠ the	 ﾠ viewer	 ﾠ
further	 ﾠdenoting	 ﾠequality	 ﾠwith	 ﾠthem,	 ﾠthe	 ﾠmajority	 ﾠof	 ﾠwhich	 ﾠat	 ﾠthe	 ﾠtime	 ﾠmay	 ﾠwell	 ﾠ
have	 ﾠbeen	 ﾠpart	 ﾠof	 ﾠthe	 ﾠbourgeois	 ﾠclasses.	 ﾠIn	 ﾠboth	 ﾠimages	 ﾠthe	 ﾠgaze	 ﾠof	 ﾠhis	 ﾠparents	 ﾠ
creates	 ﾠa	 ﾠreaction.	 ﾠIn	 ﾠBildnis	 ﾠder	 ﾠEltern	 ﾠ1	 ﾠPauline	 ﾠengages	 ﾠwith	 ﾠthe	 ﾠviewer	 ﾠby	 ﾠ
looking	 ﾠdirectly	 ﾠat	 ﾠthem	 ﾠthereby	 ﾠmaking	 ﾠcontact	 ﾠwith	 ﾠthem	 ﾠand	 ﾠestablishing	 ﾠan	 ﾠ
imaginary	 ﾠrelation	 ﾠwith	 ﾠthem,	 ﾠwhereas	 ﾠDix’s	 ﾠfather	 ﾠlooks	 ﾠaway	 ﾠbut	 ﾠat	 ﾠwhat	 ﾠthe	 ﾠ
viewer	 ﾠis	 ﾠnot	 ﾠshown,	 ﾠthus	 ﾠestablishing	 ﾠno	 ﾠconnection	 ﾠwith	 ﾠthe	 ﾠviewer.	 ﾠHe	 ﾠoffers	 ﾠ
himself	 ﾠas	 ﾠan	 ﾠideal.	 ﾠAlthough,	 ﾠto	 ﾠview	 ﾠthe	 ﾠfigures	 ﾠalmost	 ﾠin	 ﾠtheir	 ﾠentirety	 ﾠsuggests	 ﾠ
a	 ﾠsocial	 ﾠrelationship	 ﾠ–	 ﾠperhaps	 ﾠon	 ﾠthe	 ﾠbasis	 ﾠof	 ﾠthat	 ﾠthey	 ﾠrepresented	 ﾠan	 ﾠideal	 ﾠ
being	 ﾠan	 ﾠupwardly	 ﾠmobile	 ﾠproletarian	 ﾠfamily.	 ﾠIn	 ﾠBildnis	 ﾠder	 ﾠEltern	 ﾠ2	 ﾠthe	 ﾠroles	 ﾠare	 ﾠ
reversed.	 ﾠThe	 ﾠrelationships	 ﾠwith	 ﾠthe	 ﾠviewer	 ﾠestablished	 ﾠin	 ﾠthese	 ﾠpaintings	 ﾠcan	 ﾠ
also	 ﾠ be	 ﾠ taken	 ﾠ as	 ﾠ representative	 ﾠ of	 ﾠ the	 ﾠ opinion	 ﾠ Dix	 ﾠ held	 ﾠ of	 ﾠ his	 ﾠ parental	 ﾠ
relationship.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠviewer’s	 ﾠgaze	 ﾠin	 ﾠBildnis	 ﾠder	 ﾠEltern	 ﾠ1	 ﾠis	 ﾠdirected	 ﾠto	 ﾠDix’s	 ﾠmother,	 ﾠsomething	 ﾠ
not	 ﾠtrue	 ﾠof	 ﾠthe	 ﾠlater	 ﾠpainting	 ﾠthat	 ﾠpresents	 ﾠmulti-ﾭ‐focal	 ﾠareas	 ﾠwith	 ﾠthe	 ﾠbackground	 ﾠ
being	 ﾠ subjugated	 ﾠ to	 ﾠ a	 ﾠ mere	 ﾠ collateral	 ﾠ state.	 ﾠ Perhaps	 ﾠ this	 ﾠ is	 ﾠ because	 ﾠ it	 ﾠ is	 ﾠ the	 ﾠ	 ﾠ 159	 ﾠ
subject	 ﾠ (his	 ﾠ parents)	 ﾠ and	 ﾠ the	 ﾠ message	 ﾠ that	 ﾠ they	 ﾠ represent	 ﾠ (equality)	 ﾠ that	 ﾠ
requires	 ﾠ immediate	 ﾠ attention	 ﾠ and	 ﾠ not	 ﾠ their	 ﾠ surroundings;	 ﾠ this	 ﾠ is	 ﾠ one	 ﾠ of	 ﾠ the	 ﾠ
educational	 ﾠmessages	 ﾠin	 ﾠhis	 ﾠwork.	 ﾠ	 ﾠ
	 ﾠ
After	 ﾠthis	 ﾠstage	 ﾠin	 ﾠhis	 ﾠprofessional	 ﾠlife	 ﾠOtto	 ﾠDix	 ﾠwent	 ﾠon	 ﾠto	 ﾠdevelop	 ﾠa	 ﾠparticular	 ﾠ
collage	 ﾠstyle	 ﾠconnecting	 ﾠby	 ﾠa	 ﾠvariety	 ﾠof	 ﾠrealistic	 ﾠpaintings	 ﾠall	 ﾠcentering	 ﾠon	 ﾠa	 ﾠsingle	 ﾠ
subject	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠVerist	 ﾠsurrealism	 ﾠ–	 ﾠthis	 ﾠcan	 ﾠbe	 ﾠequated	 ﾠto	 ﾠthe	 ﾠpictograph	 ﾠ
(photo-ﾭ‐narratives	 ﾠor	 ﾠphotomontage)	 ﾠwhere	 ﾠgraphics	 ﾠare	 ﾠused	 ﾠin	 ﾠpicture	 ﾠwriting.	 ﾠ
Here	 ﾠsingularity	 ﾠis	 ﾠobtained	 ﾠthrough	 ﾠconnection	 ﾠbetween	 ﾠthe	 ﾠsubject	 ﾠand	 ﾠobject	 ﾠ
or	 ﾠvisual	 ﾠimage	 ﾠfor	 ﾠexample	 ﾠplaces	 ﾠan	 ﾠindividual	 ﾠmay	 ﾠhave	 ﾠvisited,	 ﾠexperiences	 ﾠor	 ﾠ
even	 ﾠtheir	 ﾠpossessions	 ﾠto	 ﾠexpress	 ﾠtheir	 ﾠeducational	 ﾠmessages.	 ﾠ	 ﾠ
	 ﾠ
Surrealism	 ﾠ developed	 ﾠ from	 ﾠ Dadaism,	 ﾠ here	 ﾠ dreams	 ﾠ and	 ﾠ thoughts	 ﾠ were	 ﾠ
represented	 ﾠ through	 ﾠ the	 ﾠ juxtaposition	 ﾠ of	 ﾠ a	 ﾠ number	 ﾠ of	 ﾠ images	 ﾠ against	 ﾠ one	 ﾠ
another.	 ﾠMichael	 ﾠBell,	 ﾠan	 ﾠAmerican	 ﾠart	 ﾠcommentator,	 ﾠidentified	 ﾠthree	 ﾠforms	 ﾠof	 ﾠ
Verist	 ﾠ surrealism,	 ﾠ namely	 ﾠ classical,	 ﾠ social	 ﾠ and	 ﾠ visionary.	 ﾠ Classical	 ﾠ Verist	 ﾠ
Surrealism	 ﾠ presents	 ﾠ unconscious	 ﾠ dream	 ﾠ images	 ﾠ without	 ﾠ interpretation	 ﾠ or	 ﾠ
judgment	 ﾠallowing	 ﾠeverything	 ﾠwithin	 ﾠit	 ﾠto	 ﾠco-ﾭ‐exist	 ﾠin	 ﾠa	 ﾠdreamlike	 ﾠstate.	 ﾠSocial	 ﾠ
Verist	 ﾠSurrealism	 ﾠsought	 ﾠto	 ﾠrepresent	 ﾠthe	 ﾠcollective	 ﾠunconscious	 ﾠby	 ﾠdepicting	 ﾠthe	 ﾠ
inner	 ﾠimage	 ﾠof	 ﾠan	 ﾠindividuals	 ﾠworking.	 ﾠThis	 ﾠlatter	 ﾠform	 ﾠof	 ﾠsurrealism	 ﾠsought	 ﾠto	 ﾠ
reveal	 ﾠ justice	 ﾠ through	 ﾠ satirising	 ﾠ the	 ﾠ hypocrisy	 ﾠ of	 ﾠ society	 ﾠ and	 ﾠ society’s	 ﾠ
misinterpretation	 ﾠof	 ﾠreality	 ﾠand	 ﾠthe	 ﾠdevastation	 ﾠcaused	 ﾠthereby.	 ﾠVisionary	 ﾠVerist	 ﾠ
surrealism	 ﾠ had	 ﾠ as	 ﾠ its	 ﾠ focus	 ﾠ positive	 ﾠ human	 ﾠ experience,	 ﾠ cosmic	 ﾠ and	 ﾠ intuitive	 ﾠ
awareness,	 ﾠ and	 ﾠ an	 ﾠ overriding	 ﾠ universal	 ﾠ consciousness	 ﾠ that	 ﾠ directs	 ﾠ both	 ﾠ the	 ﾠ
conscious	 ﾠand	 ﾠsubconscious	 ﾠmind.	 ﾠVerism	 ﾠis	 ﾠrealism	 ﾠor	 ﾠthe	 ﾠachievement	 ﾠof	 ﾠa	 ﾠ
higher	 ﾠ level	 ﾠ of	 ﾠ truth	 ﾠ in	 ﾠ appearance	 ﾠ because	 ﾠ of	 ﾠ the	 ﾠ preference	 ﾠ to	 ﾠ use	 ﾠ
contemporary	 ﾠsubject	 ﾠmatter	 ﾠinstead	 ﾠof	 ﾠthe	 ﾠheroic	 ﾠor	 ﾠlegendary.	 ﾠWhen	 ﾠcombined	 ﾠ
what	 ﾠis	 ﾠachieved	 ﾠis	 ﾠthe	 ﾠrepresentation	 ﾠof	 ﾠreality	 ﾠthrough	 ﾠthe	 ﾠjuxtaposition	 ﾠof	 ﾠa	 ﾠ
number	 ﾠof	 ﾠimages	 ﾠrather	 ﾠthan	 ﾠdreams	 ﾠand	 ﾠthoughts	 ﾠ–	 ﾠan	 ﾠeffective	 ﾠmechanism	 ﾠ
through	 ﾠwhich	 ﾠan	 ﾠartist	 ﾠcould	 ﾠeducate	 ﾠothers.	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠartwork	 ﾠoften	 ﾠtook	 ﾠthe	 ﾠform	 ﾠof	 ﾠthe	 ﾠhumorous	 ﾠand	 ﾠsatirical,	 ﾠthe	 ﾠvulgar	 ﾠand	 ﾠ
shocking	 ﾠincluding	 ﾠthe	 ﾠdepiction	 ﾠof	 ﾠthose	 ﾠcrippled	 ﾠand	 ﾠmaimed	 ﾠas	 ﾠa	 ﾠresult	 ﾠof	 ﾠthe	 ﾠ	 ﾠ 160	 ﾠ
war	 ﾠ–	 ﾠsome	 ﾠof	 ﾠwhich	 ﾠwas	 ﾠexhibited	 ﾠat	 ﾠthe	 ﾠErste	 ﾠInternationalen	 ﾠDada-ﾭ‐Messe	 ﾠ(First	 ﾠ
International	 ﾠDada	 ﾠExhibition)	 ﾠin	 ﾠ1920	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ32	 ﾠand	 ﾠgenerally	 ﾠ
Hopkins	 ﾠ 2004,	 ﾠ p.12).	 ﾠ Much	 ﾠ of	 ﾠ Dix’s	 ﾠ artwork	 ﾠ during	 ﾠ the	 ﾠ 1920s	 ﾠ highlights	 ﾠ
contemporary	 ﾠGermanic	 ﾠsocial	 ﾠconstructions	 ﾠof	 ﾠideological	 ﾠmasculinity	 ﾠand	 ﾠwas	 ﾠ
not	 ﾠfavoured	 ﾠby	 ﾠCommunist	 ﾠParty’s	 ﾠart	 ﾠcritics.	 ﾠVan	 ﾠDyke	 ﾠargues	 ﾠthat	 ﾠthere	 ﾠis	 ﾠno	 ﾠ
evidence	 ﾠthat	 ﾠthe	 ﾠartist	 ﾠunderwent	 ﾠconversion	 ﾠfrom	 ﾠcommunism	 ﾠto	 ﾠconservative	 ﾠ
rightwing	 ﾠ Nazism,	 ﾠ even	 ﾠ though	 ﾠ his	 ﾠ actions	 ﾠ and	 ﾠ artworks,	 ﾠ when	 ﾠ considered	 ﾠ
without	 ﾠ contextualizing	 ﾠ evidence,	 ﾠ suggest	 ﾠ fascist	 ﾠ ideology	 ﾠ and	 ﾠ misogyny	 ﾠ (see	 ﾠ
generally	 ﾠ Apel	 ﾠ 1997,	 ﾠ p.366	 ﾠ –	 ﾠ 84).	 ﾠ Felixmüller	 ﾠ tried,	 ﾠ albeit	 ﾠ unsuccessfully,	 ﾠ to	 ﾠ
convince	 ﾠDix	 ﾠto	 ﾠjoin	 ﾠthe	 ﾠcommunist	 ﾠparty	 ﾠ(see	 ﾠGutbrod	 ﾠ2010,	 ﾠp.43).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ1921	 ﾠDix	 ﾠproduced	 ﾠa	 ﾠnumber	 ﾠof	 ﾠartworks	 ﾠthat	 ﾠcan	 ﾠbe	 ﾠclassed	 ﾠas	 ﾠbeing	 ﾠquasi-ﾭ‐
surrealist,	 ﾠimages	 ﾠthat	 ﾠpresented	 ﾠthe	 ﾠmaterial	 ﾠworld	 ﾠin	 ﾠsophisticated	 ﾠsimplicity.	 ﾠ
In	 ﾠthe	 ﾠsame	 ﾠyear	 ﾠhe	 ﾠpainted	 ﾠa	 ﾠportrait	 ﾠof	 ﾠDr.	 ﾠHans	 ﾠKoch	 ﾠat	 ﾠhis	 ﾠhome	 ﾠin	 ﾠDüsseldorf	 ﾠ
(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ33).	 ﾠWhilst	 ﾠpainting	 ﾠthe	 ﾠurologist	 ﾠOtto	 ﾠDix	 ﾠmet	 ﾠKoch’s	 ﾠ
twenty-ﾭ‐six	 ﾠyear	 ﾠold	 ﾠwife	 ﾠMartha	 ﾠ(originally	 ﾠMartha	 ﾠElisabeth	 ﾠLindner	 ﾠand	 ﾠthen	 ﾠ
Koch),	 ﾠthe	 ﾠartist	 ﾠshared	 ﾠmany	 ﾠinterests	 ﾠwith	 ﾠher	 ﾠincluding	 ﾠdancing.	 ﾠDix	 ﾠeven	 ﾠdrew	 ﾠ
her	 ﾠportrait	 ﾠwith	 ﾠthe	 ﾠdedication	 ﾠ‘Mutzli’,	 ﾠa	 ﾠname	 ﾠhe	 ﾠused	 ﾠto	 ﾠcall	 ﾠher	 ﾠas	 ﾠa	 ﾠterm	 ﾠof	 ﾠ
endearment	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.48).	 ﾠKoch	 ﾠhimself	 ﾠhad	 ﾠbeen	 ﾠhaving	 ﾠan	 ﾠaffair	 ﾠwith	 ﾠ
Martha’s	 ﾠ sister	 ﾠ Maria;	 ﾠ the	 ﾠ latter	 ﾠ had	 ﾠ also	 ﾠ had	 ﾠ a	 ﾠ short	 ﾠ relationship	 ﾠ with	 ﾠ Karl	 ﾠ
Nierendorf.	 ﾠThus,	 ﾠwhen	 ﾠDix	 ﾠand	 ﾠMartha	 ﾠexposed	 ﾠtheir	 ﾠfeelings	 ﾠfor	 ﾠone	 ﾠanother	 ﾠ
Koch	 ﾠdemanded	 ﾠa	 ﾠdivorce	 ﾠand	 ﾠthe	 ﾠartist	 ﾠand	 ﾠMartha	 ﾠmoved	 ﾠto	 ﾠDresden	 ﾠand	 ﾠlater	 ﾠ
married	 ﾠin	 ﾠFebruary	 ﾠ1923.	 ﾠ	 ﾠ
	 ﾠ
Martha	 ﾠ left	 ﾠ behind	 ﾠ her	 ﾠ two	 ﾠ children	 ﾠ with	 ﾠ her	 ﾠ former	 ﾠ husband	 ﾠ in	 ﾠ Düsseldorf	 ﾠ
(Schick	 ﾠ2005,	 ﾠp.109).	 ﾠPerhaps	 ﾠthis	 ﾠwas	 ﾠone	 ﾠof	 ﾠthe	 ﾠreasons	 ﾠDix	 ﾠfelt	 ﾠa	 ﾠgreater	 ﾠsense	 ﾠ
of	 ﾠresponsibility	 ﾠtowards	 ﾠher.	 ﾠTheir	 ﾠfirst	 ﾠchild	 ﾠNelly	 ﾠwas	 ﾠborn	 ﾠin	 ﾠJune	 ﾠ1923	 ﾠjust	 ﾠ
four	 ﾠmonths	 ﾠafter	 ﾠthe	 ﾠcouple’s	 ﾠmarriage,	 ﾠthis	 ﾠindicates	 ﾠthat	 ﾠthe	 ﾠchild	 ﾠwould	 ﾠhave	 ﾠ
been	 ﾠconceived	 ﾠsometime	 ﾠin	 ﾠAugust	 ﾠ1922	 ﾠand	 ﾠthus	 ﾠmay	 ﾠhave	 ﾠbeen	 ﾠone	 ﾠof	 ﾠthe	 ﾠ
reasons	 ﾠthey	 ﾠcould	 ﾠno	 ﾠlonger	 ﾠconceal	 ﾠtheir	 ﾠaffair.	 ﾠThis	 ﾠset	 ﾠof	 ﾠcircumstances	 ﾠis	 ﾠnot	 ﾠ
surprising	 ﾠ given	 ﾠ the	 ﾠ sexual	 ﾠ revolution	 ﾠ Germany	 ﾠ was	 ﾠ experiencing	 ﾠ during	 ﾠ the	 ﾠ
Weimar	 ﾠperiod	 ﾠwhere	 ﾠrelationships	 ﾠwere	 ﾠfar	 ﾠmore	 ﾠfluid	 ﾠand	 ﾠthus	 ﾠthere	 ﾠwas	 ﾠlittle	 ﾠ
hostility	 ﾠbetween	 ﾠthe	 ﾠcouples	 ﾠ–	 ﾠDix	 ﾠand	 ﾠKoch	 ﾠremained	 ﾠgood	 ﾠfriends.	 ﾠThe	 ﾠartist	 ﾠ	 ﾠ 161	 ﾠ
expressed	 ﾠhis	 ﾠexperiences	 ﾠthrough	 ﾠhis	 ﾠartwork	 ﾠand	 ﾠthus	 ﾠthe	 ﾠsame	 ﾠcan	 ﾠbe	 ﾠsaid	 ﾠof	 ﾠ
his	 ﾠ familial	 ﾠ love;	 ﾠ the	 ﾠ many	 ﾠ paintings	 ﾠ and	 ﾠ drawings	 ﾠ evidence	 ﾠ this.	 ﾠ The	 ﾠ
representation	 ﾠof	 ﾠhis	 ﾠexperiences	 ﾠwas	 ﾠeducative.	 ﾠ	 ﾠ
	 ﾠ
Although	 ﾠmarried-ﾭ‐life	 ﾠbetween	 ﾠthe	 ﾠartist	 ﾠand	 ﾠMartha	 ﾠwas	 ﾠnot	 ﾠalways	 ﾠeasy,	 ﾠthey	 ﾠ
shared	 ﾠmany	 ﾠsimilarities	 ﾠin	 ﾠtheir	 ﾠcharacters	 ﾠand	 ﾠcommon	 ﾠinterests.	 ﾠFor	 ﾠexample	 ﾠ
unlike	 ﾠDix	 ﾠwho	 ﾠhad	 ﾠa	 ﾠproletarian	 ﾠbackground,	 ﾠMartha	 ﾠcame	 ﾠfrom	 ﾠa	 ﾠmiddle-ﾭ‐class	 ﾠ
family.	 ﾠHer	 ﾠfather	 ﾠwas	 ﾠan	 ﾠinsurance	 ﾠexecutive	 ﾠwho	 ﾠlater	 ﾠin	 ﾠ1925	 ﾠwould	 ﾠhelp	 ﾠthem	 ﾠ
move	 ﾠto	 ﾠa	 ﾠprestigious	 ﾠarea	 ﾠof	 ﾠBerlin.	 ﾠIt	 ﾠwas	 ﾠeven	 ﾠMartha’s	 ﾠinheritance	 ﾠmoney	 ﾠwith	 ﾠ
which	 ﾠthe	 ﾠcouple	 ﾠbuilt	 ﾠtheir	 ﾠHemmenhofen	 ﾠhome	 ﾠon	 ﾠLake	 ﾠConstance	 ﾠin	 ﾠ1936	 ﾠ(see	 ﾠ
generally	 ﾠSchick	 ﾠ2005,	 ﾠpp.110	 ﾠ–	 ﾠ112).	 ﾠThe	 ﾠartist	 ﾠand	 ﾠhis	 ﾠwife	 ﾠwere	 ﾠboth	 ﾠequal	 ﾠas	 ﾠ
intellectual	 ﾠ beings,	 ﾠ although	 ﾠ she	 ﾠ spoke	 ﾠ a	 ﾠ number	 ﾠ of	 ﾠ languages	 ﾠ (Dix	 ﾠ was	 ﾠ also	 ﾠ
fluent	 ﾠin	 ﾠFrench)	 ﾠand	 ﾠwas	 ﾠprobably	 ﾠfonder	 ﾠof	 ﾠtravelling	 ﾠthan	 ﾠDix.	 ﾠIn	 ﾠrelation	 ﾠto	 ﾠthe	 ﾠ
latter,	 ﾠDix	 ﾠhad	 ﾠfought	 ﾠon	 ﾠthe	 ﾠfront	 ﾠline	 ﾠin	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠsince	 ﾠthe	 ﾠage	 ﾠof	 ﾠ
twenty-ﾭ‐three	 ﾠand	 ﾠtherefore	 ﾠone	 ﾠmust	 ﾠtake	 ﾠinto	 ﾠaccount	 ﾠthe	 ﾠlack	 ﾠof	 ﾠopportunity	 ﾠ
and	 ﾠfunds	 ﾠavailable	 ﾠto	 ﾠhim	 ﾠfor	 ﾠtravel.	 ﾠThus,	 ﾠDix	 ﾠmay	 ﾠnot	 ﾠhave	 ﾠbeen	 ﾠunwilling	 ﾠto	 ﾠ
travel	 ﾠbecause	 ﾠhe	 ﾠwas	 ﾠeager	 ﾠto	 ﾠexperience	 ﾠand	 ﾠlearn	 ﾠnew	 ﾠthings.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠartist	 ﾠworked	 ﾠsolidly	 ﾠon	 ﾠhis	 ﾠartwork	 ﾠduring	 ﾠthis	 ﾠperiod	 ﾠand	 ﾠby	 ﾠ1922	 ﾠhe	 ﾠhad	 ﾠ
amassed	 ﾠfive	 ﾠprintmaking	 ﾠportfolios	 ﾠof	 ﾠengravings	 ﾠand	 ﾠwoodcuts	 ﾠ(Heller,	 ﾠ2011).	 ﾠ
Max	 ﾠ John	 ﾠ a	 ﾠ collector,	 ﾠ dealer	 ﾠ and	 ﾠ painter,	 ﾠ printed	 ﾠ these.	 ﾠ Dix	 ﾠ painted	 ﾠ many	 ﾠ
portraits	 ﾠof	 ﾠJohn	 ﾠincluding	 ﾠHour	 ﾠof	 ﾠBirth	 ﾠand	 ﾠThe	 ﾠKiss.	 ﾠOther	 ﾠnotable	 ﾠwoodcuts	 ﾠ
include	 ﾠApotheosis;	 ﾠthis	 ﾠfeatures	 ﾠa	 ﾠpregnant	 ﾠwoman	 ﾠwith	 ﾠlarge	 ﾠbreasts	 ﾠand	 ﾠvagina	 ﾠ
with	 ﾠa	 ﾠvortex	 ﾠof	 ﾠmen	 ﾠrevolving	 ﾠaround	 ﾠher	 ﾠ(see	 ﾠappendix,	 ﾠone	 ﾠfigure	 ﾠ34).	 ﾠDix’s	 ﾠ
concentration	 ﾠon	 ﾠeroticism	 ﾠearned	 ﾠhim	 ﾠquite	 ﾠa	 ﾠreputation	 ﾠand	 ﾠin	 ﾠan	 ﾠarticle	 ﾠin	 ﾠDas	 ﾠ
Junge	 ﾠRhineland	 ﾠcirca	 ﾠ1922	 ﾠhe	 ﾠwas	 ﾠportrayed	 ﾠas	 ﾠa	 ﾠlibidinous	 ﾠwomaniser,	 ﾠ(Fischer	 ﾠ
1922,	 ﾠp.23	 ﾠ–	 ﾠ24)	 ﾠthe	 ﾠauthor	 ﾠof	 ﾠthe	 ﾠarticle	 ﾠwrote	 ﾠ
	 ﾠ
there	 ﾠare	 ﾠhardly	 ﾠany	 ﾠwomen	 ﾠhe	 ﾠdoes	 ﾠnot	 ﾠwant	 ﾠto	 ﾠhave	 ﾠ…	 ﾠrarely	 ﾠare	 ﾠhis	 ﾠ
relationships	 ﾠ…	 ﾠserious	 ﾠ…	 ﾠfor	 ﾠhim,	 ﾠethics	 ﾠand	 ﾠmorals	 ﾠdo	 ﾠnot	 ﾠexist	 ﾠ…	 ﾠ
women	 ﾠare	 ﾠhis	 ﾠadventure	 ﾠ…	 ﾠhe	 ﾠlacks	 ﾠa	 ﾠsense	 ﾠof	 ﾠresponsibility	 ﾠ[for	 ﾠhis	 ﾠ
own	 ﾠactions]	 ﾠ(see	 ﾠalso	 ﾠgenerally	 ﾠLaikin	 ﾠFunkenstein	 ﾠ2005,	 ﾠpp.163	 ﾠ–	 ﾠ
191).	 ﾠ	 ﾠ	 ﾠ 162	 ﾠ
	 ﾠ
What	 ﾠis	 ﾠinteresting	 ﾠis	 ﾠthat	 ﾠhe	 ﾠdid	 ﾠnot	 ﾠplay	 ﾠout	 ﾠthis	 ﾠimpression	 ﾠin	 ﾠhis	 ﾠreal	 ﾠlife.	 ﾠHis	 ﾠ
artwork	 ﾠduring	 ﾠthis	 ﾠperiod	 ﾠis	 ﾠalso	 ﾠeducative.	 ﾠIt	 ﾠrepresents	 ﾠthe	 ﾠrequirement	 ﾠfor	 ﾠan	 ﾠ
individual	 ﾠto	 ﾠconform	 ﾠsatisfying	 ﾠthe	 ﾠneeds	 ﾠof	 ﾠthe	 ﾠart	 ﾠmarket	 ﾠand	 ﾠtapping	 ﾠinto	 ﾠthe	 ﾠ
contemporary	 ﾠmisogynistic	 ﾠsocial	 ﾠmood,	 ﾠit	 ﾠis	 ﾠperhaps	 ﾠostentatious.	 ﾠThe	 ﾠimages	 ﾠ
also	 ﾠ carry	 ﾠ a	 ﾠ poignant	 ﾠ educational	 ﾠ message;	 ﾠ Dix	 ﾠ questions	 ﾠ the	 ﾠ worrying	 ﾠ trend	 ﾠ
towards	 ﾠincreasing	 ﾠinequality	 ﾠbetween	 ﾠmen	 ﾠand	 ﾠwomen.	 ﾠThe	 ﾠartwork	 ﾠreflects	 ﾠan	 ﾠ
open	 ﾠsocially	 ﾠcritical	 ﾠimage	 ﾠof	 ﾠGerman	 ﾠsociety.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
After	 ﾠ Helen	 ﾠ Jakob	 ﾠ (see	 ﾠ supra	 ﾠ pp.132	 ﾠ –	 ﾠ 133),	 ﾠ the	 ﾠ artist	 ﾠ maintained	 ﾠ only	 ﾠ two	 ﾠ
known	 ﾠlong-ﾭ‐term	 ﾠrelationships.	 ﾠThe	 ﾠfirst	 ﾠwas	 ﾠwith	 ﾠMartha	 ﾠKoch	 ﾠdating	 ﾠfrom	 ﾠ1922	 ﾠ
until	 ﾠhis	 ﾠdeath	 ﾠin	 ﾠ1969.	 ﾠHe	 ﾠfathered	 ﾠthree	 ﾠchildren	 ﾠwith	 ﾠher	 ﾠ(Nelly,	 ﾠUrsus	 ﾠand	 ﾠJan)	 ﾠ
and	 ﾠ immortalised	 ﾠ her	 ﾠ in	 ﾠ over	 ﾠ seventy	 ﾠ artworks	 ﾠ ranging	 ﾠ from	 ﾠ paintings	 ﾠ and	 ﾠ
drawings.	 ﾠ The	 ﾠ second	 ﾠ was	 ﾠ with	 ﾠ Käthe	 ﾠ König,	 ﾠ this	 ﾠ dated	 ﾠ from	 ﾠ circa	 ﾠ 1927	 ﾠ and	 ﾠ
lasted	 ﾠagain	 ﾠuntil	 ﾠhis	 ﾠdeath.	 ﾠHe	 ﾠfathered	 ﾠone	 ﾠchild	 ﾠwith	 ﾠKönig	 ﾠ(Katharina	 ﾠwho	 ﾠwas	 ﾠ
born	 ﾠin	 ﾠ1939)	 ﾠ(for	 ﾠa	 ﾠphotograph	 ﾠof	 ﾠKönig	 ﾠsee	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ35).	 ﾠIt	 ﾠis	 ﾠnot	 ﾠ
officially	 ﾠ documented	 ﾠ whether	 ﾠ Dix	 ﾠ actually	 ﾠ ever	 ﾠ painted	 ﾠ her.	 ﾠ However,	 ﾠ Dix’s	 ﾠ
painting	 ﾠReclining	 ﾠWoman	 ﾠon	 ﾠLeopard	 ﾠSkin	 ﾠ(1927)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ36),	 ﾠ
which	 ﾠis	 ﾠrecorded	 ﾠas	 ﾠbeing	 ﾠa	 ﾠportrait	 ﾠof	 ﾠVera	 ﾠSimailova	 ﾠa	 ﾠGerman	 ﾠactress/dancer,	 ﾠ
bares	 ﾠa	 ﾠstriking	 ﾠresemblance	 ﾠto	 ﾠKönig	 ﾠand	 ﾠwas	 ﾠproduced	 ﾠabout	 ﾠthe	 ﾠsame	 ﾠtime	 ﾠat	 ﾠ
which	 ﾠshe	 ﾠis	 ﾠdocumented	 ﾠto	 ﾠhaving	 ﾠbeen	 ﾠhis	 ﾠmistress.	 ﾠEven	 ﾠif	 ﾠthe	 ﾠportrait	 ﾠis	 ﾠnot	 ﾠof	 ﾠ
König,	 ﾠ it	 ﾠ is	 ﾠ likely	 ﾠ that	 ﾠ many	 ﾠ of	 ﾠ her	 ﾠ attributes	 ﾠ have	 ﾠ been	 ﾠ consciously	 ﾠ or	 ﾠ
subconsciously	 ﾠimbued	 ﾠwithin	 ﾠit,	 ﾠfor	 ﾠit	 ﾠis	 ﾠunfathomable	 ﾠthat	 ﾠDix,	 ﾠby	 ﾠreason	 ﾠof	 ﾠhis	 ﾠ
character,	 ﾠwould	 ﾠnot	 ﾠhave	 ﾠpainted	 ﾠthe	 ﾠwoman	 ﾠwith	 ﾠwhom	 ﾠhe	 ﾠhad	 ﾠhis	 ﾠonly	 ﾠother	 ﾠ
long-ﾭ‐term	 ﾠrelationship	 ﾠbecause	 ﾠhe	 ﾠvalued	 ﾠhis	 ﾠrelationships.	 ﾠ	 ﾠ
	 ﾠ
Fascinated	 ﾠ by	 ﾠ prostitutes,	 ﾠ he	 ﾠ regularly	 ﾠ visited	 ﾠ the	 ﾠ Dresden	 ﾠ brothels	 ﾠ in	 ﾠ the	 ﾠ
Ziegelgasse	 ﾠred	 ﾠlight	 ﾠdistrict.	 ﾠWhat	 ﾠis	 ﾠmost	 ﾠinteresting	 ﾠin	 ﾠDix’s	 ﾠartwork	 ﾠis	 ﾠthe	 ﾠ
critique	 ﾠof	 ﾠthe	 ﾠunderlying	 ﾠreasons	 ﾠfor	 ﾠthe	 ﾠcommodification	 ﾠof	 ﾠsex	 ﾠand	 ﾠsexuality,	 ﾠ
and	 ﾠhow	 ﾠthis	 ﾠhave	 ﾠcontributed	 ﾠtowards	 ﾠthe	 ﾠemotional	 ﾠdesensitisation	 ﾠof	 ﾠthese	 ﾠ
women.	 ﾠThe	 ﾠfact	 ﾠthat	 ﾠthis	 ﾠprofession	 ﾠeven	 ﾠexisted	 ﾠwould	 ﾠhave	 ﾠbeen	 ﾠan	 ﾠanathema	 ﾠ
to	 ﾠ a	 ﾠ moralistic	 ﾠ society.	 ﾠ Even	 ﾠ stranger	 ﾠ must	 ﾠ have	 ﾠ been	 ﾠ the	 ﾠ outwardly	 ﾠ obvious	 ﾠ
contradiction;	 ﾠ women	 ﾠ working	 ﾠ as	 ﾠ prostitutes	 ﾠ enticed	 ﾠ their	 ﾠ visitors	 ﾠ through	 ﾠ	 ﾠ 163	 ﾠ
displays	 ﾠof	 ﾠbeauty,	 ﾠsensuality	 ﾠand	 ﾠsexuality	 ﾠyet	 ﾠthe	 ﾠmajority	 ﾠof	 ﾠthem	 ﾠwould	 ﾠhave	 ﾠ
been	 ﾠthere	 ﾠbecause	 ﾠthey	 ﾠhad	 ﾠlittle	 ﾠother	 ﾠoption	 ﾠ–	 ﾠpart	 ﾠof	 ﾠthe	 ﾠaftermath	 ﾠof	 ﾠthe	 ﾠFirst	 ﾠ
World	 ﾠWar	 ﾠas	 ﾠdiscussed	 ﾠearlier.	 ﾠThe	 ﾠperception	 ﾠof	 ﾠthe	 ﾠartist	 ﾠat	 ﾠthe	 ﾠtime	 ﾠwas	 ﾠthat	 ﾠ
of	 ﾠan	 ﾠanti-ﾭ‐bourgeois	 ﾠand	 ﾠunscrupulous	 ﾠmisogynist,	 ﾠthe	 ﾠformer	 ﾠbecause	 ﾠwhat	 ﾠthe	 ﾠ
bourgeoisie	 ﾠperceived	 ﾠas	 ﾠDix’s	 ﾠsocial	 ﾠcriticism,	 ﾠa	 ﾠcriticism	 ﾠof	 ﾠthe	 ﾠsystematic	 ﾠfailure	 ﾠ
of	 ﾠa	 ﾠmoralistic	 ﾠsociety	 ﾠor	 ﾠbasic	 ﾠsocial	 ﾠhypocrisy,	 ﾠwas	 ﾠlevied	 ﾠdirectly	 ﾠat	 ﾠthem	 ﾠfor	 ﾠit	 ﾠ
was	 ﾠthey	 ﾠwho	 ﾠwere	 ﾠin	 ﾠpower.	 ﾠThe	 ﾠproletariat	 ﾠperceived	 ﾠDix	 ﾠas	 ﾠattacking	 ﾠGerman	 ﾠ
culture	 ﾠ and	 ﾠ perhaps	 ﾠ their	 ﾠ own	 ﾠ realities.	 ﾠ It	 ﾠ is	 ﾠ postulated	 ﾠ here	 ﾠ that	 ﾠ Dix’s	 ﾠ work	 ﾠ
carried	 ﾠa	 ﾠsocially	 ﾠeducational	 ﾠmessage	 ﾠbecause	 ﾠits	 ﾠprimary	 ﾠfocus	 ﾠwas	 ﾠto	 ﾠquestion	 ﾠ
the	 ﾠcontradiction	 ﾠbetween	 ﾠthe	 ﾠdynamics	 ﾠwithin	 ﾠwhich	 ﾠthis	 ﾠworld	 ﾠexisted	 ﾠand	 ﾠthe	 ﾠ
objective	 ﾠ reality	 ﾠ as	 ﾠ presented	 ﾠ before	 ﾠ him,	 ﾠ whether	 ﾠ this	 ﾠ was	 ﾠ created	 ﾠ by	 ﾠ the	 ﾠ
bourgeoisie	 ﾠor	 ﾠproletarian	 ﾠwould	 ﾠhave	 ﾠbeen	 ﾠbeside	 ﾠthe	 ﾠpoint.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠfurther	 ﾠexploration	 ﾠof	 ﾠthe	 ﾠNietzschean	 ﾠnatural	 ﾠcycles	 ﾠof	 ﾠdeath	 ﾠ(including	 ﾠwar),	 ﾠ
decay,	 ﾠ life	 ﾠ and	 ﾠ sexuality	 ﾠ Dix	 ﾠ produced,	 ﾠ during	 ﾠ 1920	 ﾠ –	 ﾠ 1924	 ﾠ and	 ﾠ including	 ﾠ his	 ﾠ
portfolio	 ﾠtitled	 ﾠWar,	 ﾠa	 ﾠnumber	 ﾠof	 ﾠartworks	 ﾠdepicting	 ﾠsex	 ﾠmurders	 ﾠ(see	 ﾠappendix	 ﾠ
one,	 ﾠ figures	 ﾠ 8,	 ﾠ 37	 ﾠ and	 ﾠ 38).	 ﾠ These	 ﾠ artworks	 ﾠ received	 ﾠ a	 ﾠ mixed	 ﾠ reception	 ﾠ being	 ﾠ
perceived	 ﾠas	 ﾠbeing	 ﾠacceptable	 ﾠby	 ﾠthe	 ﾠpacifists’	 ﾠand	 ﾠas	 ﾠanti-ﾭ‐war	 ﾠby	 ﾠthe	 ﾠright	 ﾠwing.	 ﾠ
Dix’s	 ﾠart	 ﾠdealer	 ﾠKarl	 ﾠNierendorf	 ﾠsupported	 ﾠthese	 ﾠwith	 ﾠinternational	 ﾠpublicity	 ﾠin	 ﾠ
Der	 ﾠ Krieg:	 ﾠ 24	 ﾠ Offsetdruke	 ﾠ nach	 ﾠ Originalen	 ﾠ aus	 ﾠ dem	 ﾠ Radierwerk	 ﾠ von	 ﾠ Otto	 ﾠ Dix.	 ﾠ
Nierendorf’s	 ﾠopen	 ﾠsupport	 ﾠof	 ﾠthe	 ﾠartist	 ﾠhad	 ﾠearned	 ﾠhim	 ﾠthe	 ﾠtitle	 ﾠof	 ﾠNierendix	 ﾠ–	 ﾠ
there	 ﾠis	 ﾠevidence	 ﾠto	 ﾠshow	 ﾠthat	 ﾠthe	 ﾠdealer	 ﾠwas	 ﾠprotective	 ﾠof	 ﾠhis	 ﾠartist	 ﾠkeeping	 ﾠ
other	 ﾠdealers	 ﾠaway	 ﾠfrom	 ﾠhim	 ﾠ(Peters	 ﾠ2010,	 ﾠp.19).	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠis	 ﾠthe	 ﾠartistic	 ﾠworks	 ﾠof	 ﾠGoya	 ﾠ(see	 ﾠVan	 ﾠDyke	 ﾠ2009,	 ﾠp.44),	 ﾠhis	 ﾠwar	 ﾠexperience	 ﾠand	 ﾠ
the	 ﾠliterary	 ﾠworks	 ﾠby	 ﾠNietzsche	 ﾠthat	 ﾠinfluenced	 ﾠGerman	 ﾠsociety	 ﾠand	 ﾠpossibly	 ﾠthe	 ﾠ
artist	 ﾠhimself.	 ﾠThe	 ﾠtexts	 ﾠthat	 ﾠwere	 ﾠpopular	 ﾠat	 ﾠthe	 ﾠtime	 ﾠinclude	 ﾠBeyond	 ﾠGood	 ﾠand	 ﾠ
Evil	 ﾠ (1886)	 ﾠ where	 ﾠ the	 ﾠ philosopher	 ﾠ describes	 ﾠ women	 ﾠ as	 ﾠ being	 ﾠ mindless	 ﾠ and	 ﾠ
soulless	 ﾠ beings	 ﾠ (Lewis	 ﾠ 1991,	 ﾠ p117).	 ﾠ Dix	 ﾠ juxtaposed	 ﾠ the	 ﾠ emancipation	 ﾠ of	 ﾠ the	 ﾠ
female	 ﾠself	 ﾠagainst	 ﾠthe	 ﾠbrutality	 ﾠand	 ﾠeffect	 ﾠof	 ﾠthe	 ﾠwar	 ﾠon	 ﾠmen	 ﾠthereby	 ﾠquestioning	 ﾠ
gender	 ﾠpolitics.	 ﾠIn	 ﾠ1920	 ﾠDix	 ﾠproduced	 ﾠthe	 ﾠoil	 ﾠpainting	 ﾠtitled	 ﾠSex	 ﾠMurderer	 ﾠwhere	 ﾠ
he	 ﾠ depicted	 ﾠ himself	 ﾠ as	 ﾠ the	 ﾠ offender,	 ﾠ this	 ﾠ was	 ﾠ a	 ﾠ contemporary	 ﾠ theme	 ﾠ and	 ﾠ this	 ﾠ	 ﾠ 164	 ﾠ
work	 ﾠ bore	 ﾠ resemblances	 ﾠ to	 ﾠ the	 ﾠ artworks	 ﾠ of	 ﾠ Dix’s	 ﾠ contemporaries	 ﾠ including	 ﾠ
George	 ﾠGrosz.	 ﾠ	 ﾠ
	 ﾠ
Unlike	 ﾠGeorge	 ﾠGrosz	 ﾠwho	 ﾠlived	 ﾠout	 ﾠmany	 ﾠof	 ﾠhis	 ﾠsexual	 ﾠfantasies	 ﾠin	 ﾠhis	 ﾠartwork,	 ﾠ
Dix	 ﾠdid	 ﾠnot	 ﾠdo	 ﾠso,	 ﾠlending	 ﾠfurther	 ﾠsupport	 ﾠto	 ﾠthe	 ﾠcontention	 ﾠthat	 ﾠthe	 ﾠprimary	 ﾠ
educational	 ﾠpurpose	 ﾠfor	 ﾠDix’s	 ﾠwork	 ﾠwas	 ﾠstill,	 ﾠat	 ﾠthis	 ﾠstage,	 ﾠto	 ﾠpresent	 ﾠfrom	 ﾠthe	 ﾠ
perspective	 ﾠof	 ﾠan	 ﾠimplied	 ﾠsocial	 ﾠcritic	 ﾠan	 ﾠeducational	 ﾠobjective	 ﾠreality.	 ﾠThere	 ﾠare	 ﾠa	 ﾠ
number	 ﾠ of	 ﾠ possible	 ﾠ explanations	 ﾠ for	 ﾠ this;	 ﾠ it	 ﾠ is	 ﾠ likely	 ﾠ that	 ﾠ this	 ﾠ is	 ﾠ a	 ﾠ satirical	 ﾠ
depiction	 ﾠof	 ﾠa	 ﾠpublic	 ﾠidentity	 ﾠattributed	 ﾠto	 ﾠDix	 ﾠby,	 ﾠamongst	 ﾠothers,	 ﾠthe	 ﾠmedia	 ﾠor	 ﾠ
an	 ﾠattempt	 ﾠto	 ﾠlocate	 ﾠhis	 ﾠwork	 ﾠwithin	 ﾠcontemporary	 ﾠpopular	 ﾠculture	 ﾠ(as	 ﾠdiscussed	 ﾠ
later).	 ﾠ At	 ﾠ the	 ﾠ time	 ﾠ Germany’s	 ﾠ major	 ﾠ cities	 ﾠ were	 ﾠ sexually	 ﾠ free	 ﾠ metropolises	 ﾠ
plagued	 ﾠwith	 ﾠwidespread	 ﾠsexual	 ﾠdisease	 ﾠ(Gay	 ﾠ2001).	 ﾠ	 ﾠ
	 ﾠ
An	 ﾠerotic	 ﾠentertainment-ﾭ‐hungry	 ﾠGerman	 ﾠpublic	 ﾠpaved	 ﾠthe	 ﾠway	 ﾠfor	 ﾠnaked	 ﾠartistic	 ﾠ
performances	 ﾠincluding	 ﾠthose	 ﾠby	 ﾠthe	 ﾠinfamous	 ﾠBerlin	 ﾠdancer	 ﾠAnita	 ﾠBerber	 ﾠ(1899	 ﾠ
–	 ﾠ1928).	 ﾠThus,	 ﾠa	 ﾠfurther	 ﾠinterpretation	 ﾠis	 ﾠthat	 ﾠthe	 ﾠartist	 ﾠtakes	 ﾠa	 ﾠmoral	 ﾠhigh	 ﾠground	 ﾠ
in	 ﾠ combining	 ﾠ the	 ﾠ fields/paradigms	 ﾠ of	 ﾠ emancipation	 ﾠ (class-ﾭ‐systems,	 ﾠ education,	 ﾠ
fear,	 ﾠ freedom	 ﾠ and	 ﾠ violence)	 ﾠ and	 ﾠ sexuality	 ﾠ (including	 ﾠ disease,	 ﾠ fear	 ﾠ and	 ﾠ
gratification	 ﾠ through	 ﾠ violence)	 ﾠ to	 ﾠ evidence	 ﾠ and	 ﾠ educate	 ﾠ on	 ﾠ the	 ﾠ moral-ﾭ‐decay	 ﾠ
where	 ﾠsociety	 ﾠhas	 ﾠlost,	 ﾠor	 ﾠis	 ﾠlosing	 ﾠthe	 ﾠconnection	 ﾠbetween	 ﾠthat	 ﾠwhich	 ﾠis	 ﾠperhaps	 ﾠ
humanistically	 ﾠright	 ﾠand	 ﾠthat	 ﾠwhich	 ﾠis	 ﾠwrong.	 ﾠThere	 ﾠwould	 ﾠhave	 ﾠno	 ﾠdoubt	 ﾠbeen	 ﾠa	 ﾠ
conflict	 ﾠ between	 ﾠ such	 ﾠ conduct,	 ﾠ its	 ﾠ religious,	 ﾠ humanistic	 ﾠ and	 ﾠ Nietzschean	 ﾠ
interpretations.	 ﾠThese	 ﾠeducational	 ﾠmessages	 ﾠ(quite	 ﾠprofound)	 ﾠallow	 ﾠviewers	 ﾠto	 ﾠ
explore	 ﾠtheir	 ﾠown	 ﾠbelief	 ﾠsystems	 ﾠand	 ﾠconduct.	 ﾠPerhaps	 ﾠthis	 ﾠis	 ﾠwhy	 ﾠDix	 ﾠeven	 ﾠgave	 ﾠ
one	 ﾠof	 ﾠthe	 ﾠartworks	 ﾠto	 ﾠhis	 ﾠwife	 ﾠMartha	 ﾠas	 ﾠa	 ﾠbirthday	 ﾠpresent	 ﾠinscribed	 ﾠ‘Mutzli	 ﾠ
zum	 ﾠ Geburtstag’	 ﾠ (Mutzli	 ﾠ (Martha)	 ﾠ Birthday),	 ﾠ an	 ﾠ act	 ﾠ Gutbrod	 ﾠ argues	 ﾠ evidences	 ﾠ
their	 ﾠcloseness	 ﾠand	 ﾠdepth	 ﾠof	 ﾠunderstanding	 ﾠand	 ﾠis	 ﾠsomething	 ﾠsupported	 ﾠlater	 ﾠby	 ﾠ
the	 ﾠrecipient’s	 ﾠcomments	 ﾠ
	 ﾠ
We	 ﾠ had	 ﾠ the	 ﾠ Sex	 ﾠ Murder	 ﾠ in	 ﾠ our	 ﾠ apartment.	 ﾠ When	 ﾠ friends	 ﾠ came	 ﾠ for	 ﾠ
dinner,	 ﾠsome	 ﾠlost	 ﾠtheir	 ﾠappetite	 ﾠ(2010,	 ﾠp.52).	 ﾠ
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This	 ﾠmorbid	 ﾠfascination	 ﾠwith	 ﾠsex	 ﾠmurders	 ﾠled	 ﾠDix	 ﾠto	 ﾠvisit	 ﾠmorgues	 ﾠand	 ﾠstudy	 ﾠ
police	 ﾠphotographs,	 ﾠsome	 ﾠof	 ﾠwhich	 ﾠwere	 ﾠpublished	 ﾠin	 ﾠEric	 ﾠWulffen’s	 ﾠbook	 ﾠtitled	 ﾠ
Der	 ﾠSexualverbrecher:	 ﾠEin	 ﾠHandbuch	 ﾠfür	 ﾠJuristen,	 ﾠVerwaltungsbeamte	 ﾠund	 ﾠÄrzte	 ﾠ
(Enzyklopädie	 ﾠ der	 ﾠ modernen	 ﾠ Kriminalistik)	 ﾠ (translated	 ﾠ as	 ﾠ Sex	 ﾠ Offenders:	 ﾠ A	 ﾠ
Handbook	 ﾠ for	 ﾠ Lawyers,	 ﾠ Administrators	 ﾠ and	 ﾠ Doctors	 ﾠ (Encyclopedia	 ﾠ of	 ﾠ Modern	 ﾠ
Criminology)	 ﾠ(1910).	 ﾠ	 ﾠThere	 ﾠis	 ﾠevidence	 ﾠsuggesting	 ﾠthat	 ﾠDix	 ﾠowned	 ﾠthis	 ﾠtext	 ﾠand	 ﾠ
studied	 ﾠit	 ﾠvery	 ﾠcarefully	 ﾠwhen	 ﾠproducing	 ﾠthese	 ﾠworks	 ﾠof	 ﾠart	 ﾠ(Lewis	 ﾠ1991,	 ﾠp.132).	 ﾠ
Dix’s	 ﾠ friend	 ﾠ Eric	 ﾠ Johansson	 ﾠ confirmed	 ﾠ that	 ﾠ the	 ﾠ artist	 ﾠ had	 ﾠ been	 ﾠ overjoyed	 ﾠ at	 ﾠ
discovering	 ﾠ it	 ﾠ in	 ﾠ his	 ﾠ friend’s	 ﾠ library	 ﾠ (Gutbrod	 ﾠ 2010,	 ﾠ p.53).	 ﾠ It	 ﾠ is	 ﾠ important	 ﾠ to	 ﾠ
contextualise	 ﾠGerman	 ﾠpopular	 ﾠculture,	 ﾠliterature	 ﾠand	 ﾠmedia	 ﾠthat	 ﾠidolised	 ﾠfigures	 ﾠ
such	 ﾠas	 ﾠJack	 ﾠthe	 ﾠRipper	 ﾠ–	 ﾠDix’s	 ﾠcontemporary	 ﾠGeorge	 ﾠGrosz	 ﾠeven	 ﾠposed	 ﾠas	 ﾠthe	 ﾠ
Ripper	 ﾠin	 ﾠa	 ﾠphotograph	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ39).	 ﾠIn	 ﾠhis	 ﾠWar	 ﾠdiary	 ﾠ(produced	 ﾠ
during	 ﾠthe	 ﾠwar	 ﾠitself)	 ﾠDix	 ﾠstates	 ﾠ
	 ﾠ
geld,	 ﾠreligion,	 ﾠweiber	 ﾠsind	 ﾠder	 ﾠanstoß	 ﾠzu	 ﾠkriegen	 ﾠgewesen,	 ﾠnicht	 ﾠaber	 ﾠdie	 ﾠ
grundursache,	 ﾠdiese	 ﾠist	 ﾠeine	 ﾠewiges	 ﾠgesetz	 ﾠ…	 ﾠeigentlich	 ﾠwird	 ﾠim	 ﾠletzten	 ﾠ
grunde	 ﾠbloß	 ﾠaller	 ﾠkrieg	 ﾠum	 ﾠund	 ﾠwegen	 ﾠder	 ﾠvulva	 ﾠgeührt.	 ﾠTranslated	 ﾠas:	 ﾠ
money,	 ﾠreligion	 ﾠand	 ﾠwomen	 ﾠhave	 ﾠbeen	 ﾠthe	 ﾠimpetus	 ﾠfor	 ﾠwar,	 ﾠbut	 ﾠnot	 ﾠ
the	 ﾠfundamental	 ﾠcause	 ﾠ–	 ﾠthat	 ﾠis	 ﾠeternal	 ﾠlaw	 ﾠ…	 ﾠactually,	 ﾠin	 ﾠthe	 ﾠfinal	 ﾠ
analysis	 ﾠall	 ﾠwar	 ﾠis	 ﾠwaged	 ﾠover	 ﾠand	 ﾠfor	 ﾠthe	 ﾠvulva	 ﾠ(1983,	 ﾠp.133).	 ﾠ	 ﾠ
	 ﾠ
Whether	 ﾠby	 ﾠthis	 ﾠDix	 ﾠis	 ﾠpostulating	 ﾠan	 ﾠintegral	 ﾠrelationship	 ﾠbetween	 ﾠsexuality	 ﾠand	 ﾠ
war,	 ﾠa	 ﾠwar	 ﾠwithin	 ﾠsexuality	 ﾠitself,	 ﾠan	 ﾠindication	 ﾠof	 ﾠhis	 ﾠown	 ﾠpersonal	 ﾠmisogyny	 ﾠ
(Lewis	 ﾠ1991,	 ﾠp.129),	 ﾠor	 ﾠwhether	 ﾠhe	 ﾠis	 ﾠsimply	 ﾠrepresenting	 ﾠhimself	 ﾠas	 ﾠa	 ﾠsexual	 ﾠ
being	 ﾠ in	 ﾠ the	 ﾠ micro-ﾭ‐scheme	 ﾠ of	 ﾠ things	 ﾠ or	 ﾠ as	 ﾠ Peters	 ﾠ (2010,	 ﾠ p.17)	 ﾠ suggests	 ﾠ a	 ﾠ
reflection	 ﾠabout	 ﾠaesthetics	 ﾠis	 ﾠan	 ﾠon-ﾭ‐going	 ﾠdiscussion.	 ﾠWhat	 ﾠis	 ﾠclear	 ﾠis	 ﾠthat	 ﾠDix	 ﾠwas	 ﾠ
fascinated	 ﾠ by	 ﾠ gratification,	 ﾠ or	 ﾠ whatever	 ﾠ other	 ﾠ motive	 ﾠ underpinned	 ﾠ these	 ﾠ acts,	 ﾠ
through	 ﾠ sexual	 ﾠ violence.	 ﾠ A	 ﾠ friend	 ﾠ of	 ﾠ Dix	 ﾠ recalled	 ﾠ Dix	 ﾠ saying	 ﾠ that	 ﾠ had	 ﾠ he	 ﾠ not	 ﾠ
created	 ﾠartworks	 ﾠof	 ﾠsex	 ﾠmurders	 ﾠhe	 ﾠmay	 ﾠwell	 ﾠhave	 ﾠcommitted	 ﾠmurder	 ﾠ(Schmidt	 ﾠ
1978,	 ﾠ p.58).	 ﾠ This	 ﾠ suggests	 ﾠ an	 ﾠ important	 ﾠ acceptance	 ﾠ of	 ﾠ the	 ﾠ boundaries	 ﾠ in	 ﾠ this	 ﾠ
artist’s	 ﾠexperiential	 ﾠendeavours.	 ﾠPerhaps	 ﾠDix	 ﾠrealised	 ﾠthat	 ﾠit	 ﾠwould	 ﾠbe	 ﾠimpossible	 ﾠ
to	 ﾠplace	 ﾠhimself	 ﾠin	 ﾠthe	 ﾠposition	 ﾠof	 ﾠa	 ﾠsex	 ﾠmurderer,	 ﾠit	 ﾠis	 ﾠalso	 ﾠunlikely	 ﾠthat	 ﾠhe	 ﾠwould	 ﾠ
have	 ﾠwished	 ﾠto	 ﾠdo	 ﾠso	 ﾠafter	 ﾠhaving	 ﾠexperienced	 ﾠso	 ﾠmuch	 ﾠdeath	 ﾠand	 ﾠdestruction	 ﾠin	 ﾠ	 ﾠ 166	 ﾠ
the	 ﾠFirst	 ﾠWorld	 ﾠWar.	 ﾠThus,	 ﾠthe	 ﾠnearest	 ﾠhe	 ﾠcould	 ﾠever	 ﾠhave	 ﾠgotten	 ﾠto	 ﾠfeeling	 ﾠthose	 ﾠ
emotions	 ﾠin	 ﾠhis	 ﾠquest	 ﾠto	 ﾠrepresent	 ﾠan	 ﾠobjective	 ﾠreality	 ﾠwas	 ﾠto	 ﾠstudy	 ﾠthe	 ﾠaftermath	 ﾠ
of	 ﾠ such	 ﾠ criminality.	 ﾠ There	 ﾠ is	 ﾠ a	 ﾠ clear	 ﾠ struggle	 ﾠ here	 ﾠ between	 ﾠ the	 ﾠ formal	 ﾠ and	 ﾠ
informal	 ﾠeducative.	 ﾠDix’s	 ﾠactions	 ﾠevidence	 ﾠa	 ﾠtacit	 ﾠchange	 ﾠin	 ﾠthe	 ﾠstrategy	 ﾠhe	 ﾠuses	 ﾠto	 ﾠ
represent	 ﾠobjective	 ﾠreality.	 ﾠHis	 ﾠpriorities	 ﾠwould	 ﾠhave	 ﾠalso	 ﾠchanged	 ﾠbecause	 ﾠhe	 ﾠ
was	 ﾠnow	 ﾠin	 ﾠa	 ﾠlong-ﾭ‐term	 ﾠrelationship	 ﾠwith	 ﾠMartha.	 ﾠThe	 ﾠcombination	 ﾠof	 ﾠformal	 ﾠand	 ﾠ
informal	 ﾠeducation	 ﾠand	 ﾠthe	 ﾠpossible	 ﾠlimits	 ﾠin	 ﾠgaining	 ﾠexperience	 ﾠare	 ﾠhighlighted	 ﾠ
here.	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠproduced	 ﾠa	 ﾠseries	 ﾠof	 ﾠimages	 ﾠduring	 ﾠthis	 ﾠperiod	 ﾠon	 ﾠthe	 ﾠsubject	 ﾠof	 ﾠsex	 ﾠmurders	 ﾠ
(lustmord),	 ﾠimages	 ﾠthat	 ﾠhave	 ﾠbeen	 ﾠascribed	 ﾠa	 ﾠvariety	 ﾠof	 ﾠmeanings	 ﾠand	 ﾠas	 ﾠa	 ﾠresult	 ﾠ
of	 ﾠ which	 ﾠ so	 ﾠ has	 ﾠ the	 ﾠ artist.	 ﾠ The	 ﾠ artist	 ﾠ produced	 ﾠ two	 ﾠ shocking	 ﾠ images:	 ﾠ Der	 ﾠ
Lustmörder	 ﾠ(Sex	 ﾠMurderer)	 ﾠ(circa	 ﾠ1920)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ40)	 ﾠand	 ﾠScene	 ﾠ
II	 ﾠ(Mord)	 ﾠ(Scene	 ﾠII	 ﾠ(Murder))	 ﾠ(1922)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ8).	 ﾠThe	 ﾠformer	 ﾠwas	 ﾠ
a	 ﾠself-ﾭ‐portrait	 ﾠwhere	 ﾠthe	 ﾠartist	 ﾠpresents	 ﾠhimself	 ﾠas	 ﾠa	 ﾠsharp-ﾭ‐toothed	 ﾠpsychotic	 ﾠ
murderer	 ﾠ–	 ﾠthe	 ﾠlocation	 ﾠof	 ﾠthe	 ﾠwork	 ﾠis	 ﾠunknown.	 ﾠWhen	 ﾠthese	 ﾠartworks	 ﾠwere	 ﾠ
produced	 ﾠthe	 ﾠworld	 ﾠwas	 ﾠgoing	 ﾠthrough	 ﾠa	 ﾠform	 ﾠof	 ﾠre-ﾭ‐organisation,	 ﾠand	 ﾠas	 ﾠPeters	 ﾠ
(2010,	 ﾠp.93)	 ﾠsuggests	 ﾠthe	 ﾠworld	 ﾠwars	 ﾠare	 ﾠexamples	 ﾠof	 ﾠthis.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠlatter	 ﾠimage	 ﾠis	 ﾠtaken	 ﾠas	 ﾠone	 ﾠof	 ﾠa	 ﾠslain	 ﾠprostitute,	 ﾠand	 ﾠmany	 ﾠsuggest	 ﾠthis	 ﾠ
refers	 ﾠdirectly	 ﾠback	 ﾠto	 ﾠEric	 ﾠWulffen’s	 ﾠstandard	 ﾠon	 ﾠthe	 ﾠsex	 ﾠoffender	 ﾠin	 ﾠ1910	 ﾠand	 ﾠ
the	 ﾠ occurrence	 ﾠ of	 ﾠ a	 ﾠ sex	 ﾠ murder	 ﾠ not	 ﾠ far	 ﾠ from	 ﾠ the	 ﾠ artist’s	 ﾠ Dresden	 ﾠ apartment	 ﾠ
(Peters	 ﾠ 2010,	 ﾠ p.99	 ﾠ –	 ﾠ 102).	 ﾠ The	 ﾠ victim	 ﾠ has	 ﾠ a	 ﾠ symbolic	 ﾠ relationship	 ﾠ between	 ﾠ
women	 ﾠand	 ﾠpost-ﾭ‐First	 ﾠWorld	 ﾠWar	 ﾠGerman	 ﾠsociety,	 ﾠand	 ﾠis	 ﾠdepicted	 ﾠso	 ﾠas	 ﾠnot	 ﾠto	 ﾠ
make	 ﾠcontact	 ﾠwith	 ﾠthe	 ﾠviewer.	 ﾠThe	 ﾠartist’s	 ﾠuses	 ﾠof	 ﾠbrilliant	 ﾠred	 ﾠcoloured	 ﾠblood	 ﾠ
and	 ﾠphysical	 ﾠpositioning	 ﾠto	 ﾠretain	 ﾠa	 ﾠform	 ﾠof	 ﾠelegant	 ﾠsensuality	 ﾠand	 ﾠperhaps	 ﾠeven	 ﾠ
a	 ﾠ bashfulness	 ﾠ that	 ﾠ would	 ﾠ continue	 ﾠ to	 ﾠ exist	 ﾠ regardless	 ﾠ of	 ﾠ the	 ﾠ activities	 ﾠ of	 ﾠ
prostitution	 ﾠand	 ﾠmurder.	 ﾠThis	 ﾠhighlights	 ﾠthe	 ﾠdynamics	 ﾠin	 ﾠthe	 ﾠcontemporary	 ﾠlives	 ﾠ
of	 ﾠsome	 ﾠGerman	 ﾠwomen	 ﾠ(see	 ﾠanon).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠfull	 ﾠbody	 ﾠimage	 ﾠsuggests	 ﾠthe	 ﾠviewer	 ﾠis	 ﾠintimately	 ﾠacquainted	 ﾠwith	 ﾠwhat	 ﾠshe	 ﾠ
represents,	 ﾠ perhaps	 ﾠ the	 ﾠ contemporary	 ﾠ social	 ﾠ preoccupation	 ﾠ with	 ﾠ lust	 ﾠ and	 ﾠ
violence.	 ﾠ German	 ﾠ consumption	 ﾠ of	 ﾠ media,	 ﾠ including	 ﾠ literature,	 ﾠ with	 ﾠ themes	 ﾠ of	 ﾠ	 ﾠ 167	 ﾠ
death	 ﾠand	 ﾠsex	 ﾠwas	 ﾠat	 ﾠan	 ﾠall	 ﾠtime	 ﾠhigh	 ﾠduring	 ﾠthe	 ﾠperiod	 ﾠin	 ﾠwhich	 ﾠthis	 ﾠimage	 ﾠwas	 ﾠ
produced.	 ﾠFor	 ﾠinstance	 ﾠRobert	 ﾠMusil	 ﾠportrayed	 ﾠa	 ﾠsex	 ﾠmurderer	 ﾠin	 ﾠhis	 ﾠbook	 ﾠDer	 ﾠ
Mann	 ﾠohne	 ﾠEigenschaften	 ﾠ(translated	 ﾠas;	 ﾠThe	 ﾠMan	 ﾠwithout	 ﾠQualities)	 ﾠ(see	 ﾠPeters	 ﾠ
2010,	 ﾠp.94).	 ﾠGeorge	 ﾠGrosz,	 ﾠone	 ﾠof	 ﾠDix’s	 ﾠfriends	 ﾠwas	 ﾠconsumed	 ﾠby	 ﾠsuch	 ﾠliterature	 ﾠ
producing	 ﾠartworks	 ﾠthat	 ﾠbecame	 ﾠanti-ﾭ‐art	 ﾠmanifestoes	 ﾠ(Peters	 ﾠ2010,	 ﾠp.95).	 ﾠDix	 ﾠ
would	 ﾠ have	 ﾠ been	 ﾠ well	 ﾠ aware	 ﾠ of	 ﾠ the	 ﾠ resultant	 ﾠ publicity	 ﾠ that	 ﾠ ensued	 ﾠ and	 ﾠ the	 ﾠ
potential	 ﾠ for	 ﾠ commercial	 ﾠ success	 ﾠ in	 ﾠ his	 ﾠ own	 ﾠ work.	 ﾠ Thus,	 ﾠ these	 ﾠ works	 ﾠ do	 ﾠ not	 ﾠ
substantiate	 ﾠthe	 ﾠcontention	 ﾠthat	 ﾠDix	 ﾠwas	 ﾠa	 ﾠmisogynist	 ﾠ(see	 ﾠFischer	 ﾠ1922,	 ﾠpp.23	 ﾠ–	 ﾠ
24)	 ﾠ–	 ﾠhis	 ﾠhome	 ﾠlife	 ﾠand	 ﾠintimate	 ﾠrelationships	 ﾠ(see	 ﾠsupra	 ﾠp.156)	 ﾠas	 ﾠevidence	 ﾠin	 ﾠ
direct	 ﾠcontradiction	 ﾠto	 ﾠthis.	 ﾠ
	 ﾠ
What	 ﾠ is	 ﾠ clear	 ﾠ is	 ﾠ that	 ﾠ Dix’s	 ﾠ educational	 ﾠ message	 ﾠ here	 ﾠ signifies	 ﾠ the	 ﾠ systematic	 ﾠ
destruction	 ﾠ of	 ﾠ traditional	 ﾠ values	 ﾠ and	 ﾠ social	 ﾠ denigration	 ﾠ through	 ﾠ violence,	 ﾠ
perhaps	 ﾠto	 ﾠthe	 ﾠextent	 ﾠthat	 ﾠthe	 ﾠartist	 ﾠeven	 ﾠsuggests	 ﾠa	 ﾠmulti-ﾭ‐level	 ﾠwarfare	 ﾠbetween	 ﾠ
individuals,	 ﾠindividuals	 ﾠwith	 ﾠthe	 ﾠstate	 ﾠand	 ﾠthe	 ﾠworld	 ﾠat	 ﾠlarge;	 ﾠhumanity	 ﾠin	 ﾠself-ﾭ‐
destruct	 ﾠmode.	 ﾠFurthermore,	 ﾠit	 ﾠis	 ﾠpostulated	 ﾠthat	 ﾠthe	 ﾠimage	 ﾠalso	 ﾠsymbolises	 ﾠthe	 ﾠ
death	 ﾠ(metaphysical)	 ﾠof	 ﾠthe	 ﾠ‘female-ﾭ‐self’,	 ﾠthis	 ﾠrelates	 ﾠto	 ﾠthose	 ﾠwomen	 ﾠin	 ﾠGerman	 ﾠ
society	 ﾠthat	 ﾠhad	 ﾠno	 ﾠchoice	 ﾠbut	 ﾠto	 ﾠresort	 ﾠto	 ﾠprostitution	 ﾠto	 ﾠsurvive	 ﾠor	 ﾠfeed	 ﾠtheir	 ﾠ
families,	 ﾠagain	 ﾠquestioning	 ﾠthe	 ﾠpolitics	 ﾠof	 ﾠgender.	 ﾠIt	 ﾠalso	 ﾠquestions	 ﾠnecessity	 ﾠand	 ﾠ
the	 ﾠchanging	 ﾠnature	 ﾠof	 ﾠthe	 ﾠroles	 ﾠthat	 ﾠwomen	 ﾠplayed	 ﾠin	 ﾠsociety.	 ﾠIn	 ﾠa	 ﾠrelated	 ﾠset	 ﾠof	 ﾠ
works	 ﾠon	 ﾠsadomasochism	 ﾠDix	 ﾠquestions	 ﾠ(and	 ﾠexposes)	 ﾠthe	 ﾠchanging	 ﾠnature	 ﾠof	 ﾠ
sex	 ﾠin	 ﾠsociety	 ﾠcontrasting	 ﾠits	 ﾠoutwardly	 ﾠacceptable	 ﾠand	 ﾠpublic	 ﾠboundaries	 ﾠagainst	 ﾠ
its	 ﾠhidden	 ﾠand	 ﾠprivate	 ﾠactualities.	 ﾠBoth	 ﾠsets	 ﾠof	 ﾠwork	 ﾠexplore	 ﾠthe	 ﾠthemes	 ﾠof	 ﾠfemale	 ﾠ
emancipation	 ﾠand	 ﾠexploitation	 ﾠthrough	 ﾠlust	 ﾠand	 ﾠviolence.	 ﾠ	 ﾠ
The	 ﾠyear	 ﾠ1922	 ﾠmarked	 ﾠthe	 ﾠbeginning	 ﾠof	 ﾠDix’s	 ﾠlegal	 ﾠproblems.	 ﾠIn	 ﾠthe	 ﾠexhibition	 ﾠ
Jury	 ﾠ Freie	 ﾠ Kunstschau	 ﾠ (Jury-ﾭ‐free	 ﾠ Art	 ﾠ Show)	 ﾠ his	 ﾠ painting	 ﾠ Girl	 ﾠ Before	 ﾠ a	 ﾠ Mirror	 ﾠ
(appendix	 ﾠone,	 ﾠfigure	 ﾠ48)	 ﾠwas	 ﾠexhibited.	 ﾠThis	 ﾠpainting	 ﾠwas	 ﾠconsidered	 ﾠobscene,	 ﾠit	 ﾠ
was	 ﾠconfiscated	 ﾠin	 ﾠOctober	 ﾠ1922	 ﾠand	 ﾠDix	 ﾠwas	 ﾠindicted.	 ﾠBefore	 ﾠthe	 ﾠBerlin	 ﾠDistrict	 ﾠ
Court	 ﾠDix	 ﾠargued	 ﾠthat	 ﾠhe	 ﾠhad	 ﾠproduced	 ﾠthe	 ﾠartwork	 ﾠto	 ﾠhighlight,	 ﾠand	 ﾠeducate	 ﾠ
people	 ﾠon,	 ﾠthe	 ﾠrisks	 ﾠof	 ﾠprostitution	 ﾠby	 ﾠcreating	 ﾠfeelings	 ﾠof	 ﾠdisgust	 ﾠand	 ﾠpity	 ﾠin	 ﾠthe	 ﾠ
viewer	 ﾠwith	 ﾠan	 ﾠaim	 ﾠof	 ﾠabolishing	 ﾠsuch	 ﾠactivity	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.54).	 ﾠThe	 ﾠartist	 ﾠ
was	 ﾠacquitted	 ﾠof	 ﾠthis	 ﾠcharge.	 ﾠ	 ﾠ	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 ﾠ
That	 ﾠsame	 ﾠyear	 ﾠ(1922)	 ﾠDix	 ﾠmoved	 ﾠto	 ﾠthe	 ﾠRhineland,	 ﾠDüsseldorf.	 ﾠIt	 ﾠwas	 ﾠhere	 ﾠthat	 ﾠ
he	 ﾠlater	 ﾠmarried	 ﾠMartha	 ﾠKoch	 ﾠand	 ﾠremained	 ﾠthere	 ﾠfor	 ﾠthree	 ﾠyears.	 ﾠThe	 ﾠartist	 ﾠalso	 ﾠ
met	 ﾠ the	 ﾠ art	 ﾠ dealer	 ﾠ and	 ﾠ publisher	 ﾠ Karl	 ﾠ Nierendorf	 ﾠ who	 ﾠ was	 ﾠ enticed	 ﾠ by	 ﾠ Dix’s	 ﾠ
watercolors,	 ﾠ something	 ﾠ relatively	 ﾠ quick	 ﾠ to	 ﾠ produce	 ﾠ and	 ﾠ easily	 ﾠ sell.	 ﾠ The	 ﾠ two	 ﾠ
brothers	 ﾠJosef	 ﾠ(1898	 ﾠ–	 ﾠ1949)	 ﾠand	 ﾠKarl	 ﾠNierendorf	 ﾠ(1889	 ﾠ–	 ﾠ1947)	 ﾠset	 ﾠup	 ﾠtheir	 ﾠ
gallery	 ﾠtitled	 ﾠNierendorf	 ﾠKöln	 ﾠNeue	 ﾠKunst	 ﾠin	 ﾠ1920.	 ﾠThe	 ﾠgallery	 ﾠrelocated	 ﾠfor	 ﾠone	 ﾠ
year	 ﾠ from	 ﾠ Cologne	 ﾠ to	 ﾠ Düsseldorf	 ﾠ in	 ﾠ 1925.	 ﾠ Karl	 ﾠ Nierendorf	 ﾠ established	 ﾠ the	 ﾠ
Neumann-ﾭ‐Nierendorf	 ﾠGmbH	 ﾠgallery	 ﾠin	 ﾠBerlin	 ﾠwhere	 ﾠhe	 ﾠmanaged	 ﾠit	 ﾠfrom	 ﾠ1926	 ﾠ–	 ﾠ
1933	 ﾠtogether	 ﾠwith	 ﾠhis	 ﾠbrother	 ﾠJosef.	 ﾠ	 ﾠ
It	 ﾠwas	 ﾠat	 ﾠthis	 ﾠstage	 ﾠthat	 ﾠDix	 ﾠchanged	 ﾠthe	 ﾠtheme	 ﾠof	 ﾠhis	 ﾠwork	 ﾠso	 ﾠthat	 ﾠit	 ﾠwas	 ﾠless	 ﾠ
political	 ﾠ and	 ﾠ established	 ﾠ links	 ﾠ with	 ﾠ the	 ﾠ Galerie	 ﾠ Ey	 ﾠ (see	 ﾠ supra	 ﾠ p.152)	 ﾠ
concentrating	 ﾠless	 ﾠon	 ﾠwar	 ﾠand	 ﾠmore	 ﾠon	 ﾠeroticism,	 ﾠafter	 ﾠwhich	 ﾠhis	 ﾠwork	 ﾠacquired	 ﾠ
much	 ﾠmore	 ﾠsupport.	 ﾠIt	 ﾠseems	 ﾠthat	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠchanging	 ﾠthe	 ﾠway	 ﾠin	 ﾠwhich	 ﾠhe	 ﾠ
presented	 ﾠhis	 ﾠeducational	 ﾠmessages,	 ﾠwhat	 ﾠis	 ﾠclear	 ﾠis	 ﾠthat	 ﾠhis	 ﾠexperiences	 ﾠwere	 ﾠ
changing	 ﾠ his	 ﾠ actions.	 ﾠ Dix	 ﾠ even	 ﾠ signed	 ﾠ on	 ﾠ as	 ﾠ a	 ﾠ student	 ﾠ at	 ﾠ the	 ﾠ Kunstakademie	 ﾠ
Düsseldorf	 ﾠ(Düsseldorf	 ﾠArt	 ﾠAcademy)	 ﾠfacilitating	 ﾠaccess	 ﾠto	 ﾠcheap	 ﾠworkspace	 ﾠand	 ﾠ
technical	 ﾠ advice	 ﾠ (Van	 ﾠ Dyke	 ﾠ 2009,	 ﾠ p.56).	 ﾠ The	 ﾠ academy	 ﾠ had	 ﾠ an	 ﾠ international	 ﾠ
reputation	 ﾠimportant	 ﾠto	 ﾠmodern	 ﾠart	 ﾠhistory,	 ﾠholding	 ﾠmany	 ﾠpost-ﾭ‐impressionist	 ﾠ
and	 ﾠ expressionist	 ﾠ exhibitions,	 ﾠ which	 ﾠ were	 ﾠ organised	 ﾠ by	 ﾠ the	 ﾠ Sonderbund	 ﾠ
Westdeutscher	 ﾠKunstfreunde	 ﾠund	 ﾠKünstler	 ﾠ(Union	 ﾠof	 ﾠWest	 ﾠGerman	 ﾠArt	 ﾠLovers	 ﾠ
and	 ﾠ Artists).	 ﾠ This	 ﾠ was	 ﾠ a	 ﾠ union	 ﾠ of	 ﾠ artists	 ﾠ and	 ﾠ those	 ﾠ that	 ﾠ appreciated	 ﾠ art.	 ﾠ
Established	 ﾠ in	 ﾠ 1909	 ﾠ in	 ﾠ Düsseldorf,	 ﾠ its	 ﾠ purpose	 ﾠ was	 ﾠ to	 ﾠ introduce	 ﾠ French	 ﾠ
impressionist,	 ﾠ post-ﾭ‐impressionist	 ﾠ and	 ﾠ expressionist	 ﾠ art	 ﾠ to	 ﾠ Western	 ﾠ Germany.	 ﾠ
The	 ﾠSonderbund	 ﾠwas	 ﾠdissolved	 ﾠin	 ﾠ1916.	 ﾠDix	 ﾠbecame	 ﾠsuccessful,	 ﾠand	 ﾠin	 ﾠ1923	 ﾠhad	 ﾠ
his	 ﾠfirst	 ﾠsolo	 ﾠexhibition	 ﾠat	 ﾠthe	 ﾠGalerie	 ﾠI.	 ﾠB.	 ﾠNeumann	 ﾠin	 ﾠBerlin.	 ﾠThat	 ﾠsame	 ﾠyear	 ﾠ
Paul	 ﾠFerdinand	 ﾠSchmidt	 ﾠwrote	 ﾠthat	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
paints	 ﾠwith	 ﾠimmediacy	 ﾠand	 ﾠaccuracy	 ﾠ…	 ﾠ[revealing	 ﾠthat	 ﾠmonstrous	 ﾠis	 ﾠ
the]	 ﾠauthenticity	 ﾠof	 ﾠlife	 ﾠ[and]	 ﾠ…	 ﾠthe	 ﾠrigor	 ﾠmortis	 ﾠ[that	 ﾠis	 ﾠspread	 ﾠover	 ﾠit]	 ﾠ
(Strobl	 ﾠ1996,	 ﾠp.180).	 ﾠ	 ﾠ
	 ﾠ
Carl	 ﾠEinstein,	 ﾠGermany’s	 ﾠmost	 ﾠhighly	 ﾠrespected	 ﾠart	 ﾠcritic	 ﾠand	 ﾠtheorist,	 ﾠwrote	 ﾠ	 ﾠ	 ﾠ 169	 ﾠ
	 ﾠ	 ﾠ
painting,	 ﾠa	 ﾠmedium	 ﾠof	 ﾠcool	 ﾠexecution;	 ﾠobservation	 ﾠan	 ﾠinstrument	 ﾠof	 ﾠ
relentless	 ﾠattack	 ﾠ(1923,	 ﾠp.490).	 ﾠ	 ﾠ
	 ﾠ
Einstein	 ﾠvery	 ﾠmuch	 ﾠsupported	 ﾠDix.	 ﾠHe	 ﾠeven	 ﾠagreed	 ﾠto	 ﾠtestify	 ﾠas	 ﾠan	 ﾠexpert	 ﾠwitness	 ﾠ
in	 ﾠanother	 ﾠtrial	 ﾠwhere	 ﾠDix	 ﾠstood	 ﾠaccused	 ﾠas	 ﾠa	 ﾠresult	 ﾠof	 ﾠpainting	 ﾠprostitutes	 ﾠin	 ﾠa	 ﾠ
brothel,	 ﾠsomething	 ﾠconsidered	 ﾠobscene	 ﾠand	 ﾠpornographic.	 ﾠThe	 ﾠpainting	 ﾠwhich	 ﾠis	 ﾠ
now	 ﾠlost	 ﾠwas	 ﾠtitled	 ﾠDer	 ﾠSalon	 ﾠII	 ﾠ(The	 ﾠSalon	 ﾠII)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ41	 ﾠfor	 ﾠDer	 ﾠ
Salon	 ﾠI)	 ﾠand	 ﾠwas	 ﾠseized	 ﾠby	 ﾠthe	 ﾠpolice	 ﾠwhilst	 ﾠbeing	 ﾠexhibited	 ﾠin	 ﾠat	 ﾠthe	 ﾠDeutsche	 ﾠ
Kunst	 ﾠ Darmstadt	 ﾠ 1923	 ﾠ (German	 ﾠ Art	 ﾠ Darmstadt)	 ﾠ exhibition.	 ﾠ The	 ﾠ artist	 ﾠ was	 ﾠ
acquitted	 ﾠof	 ﾠthe	 ﾠcharges	 ﾠ(Einstein	 ﾠto	 ﾠDix,	 ﾠ1923;	 ﾠsee	 ﾠalso	 ﾠgenerally	 ﾠWolfradt	 ﾠ2010,	 ﾠ
p.113	 ﾠ –	 ﾠ 117	 ﾠ especially	 ﾠ p.114)	 ﾠ by	 ﾠ the	 ﾠ courts	 ﾠ in	 ﾠ Darmstadt.	 ﾠ Notably,	 ﾠ Einstein	 ﾠ
classed	 ﾠ Otto	 ﾠ Dix,	 ﾠ George	 ﾠ Grosz	 ﾠ and	 ﾠ Rudolph	 ﾠ Schlicter	 ﾠ as	 ﾠ Dadaist–Verists	 ﾠ that	 ﾠ
were	 ﾠengrossed	 ﾠin	 ﾠa	 ﾠcivil	 ﾠwar	 ﾠbecause	 ﾠtheir	 ﾠwork	 ﾠexposed	 ﾠthe	 ﾠcultural	 ﾠvalues	 ﾠof	 ﾠ
the	 ﾠhypocritical	 ﾠGerman	 ﾠmiddle-ﾭ‐class,	 ﾠwho	 ﾠhe	 ﾠargued	 ﾠwere	 ﾠalmost	 ﾠromantic	 ﾠin	 ﾠ
their	 ﾠhypocrisy.	 ﾠEinstein	 ﾠconsidered	 ﾠthe	 ﾠartwork	 ﾠof	 ﾠthese	 ﾠthree	 ﾠartists	 ﾠas	 ﾠdirectly	 ﾠ
attacking	 ﾠand	 ﾠseeking	 ﾠto	 ﾠdestroy	 ﾠor	 ﾠat	 ﾠleast	 ﾠdemystify	 ﾠbourgeoisie	 ﾠcultural	 ﾠvalues	 ﾠ
in	 ﾠa	 ﾠgrand	 ﾠexpose	 ﾠof	 ﾠthe	 ﾠhypocrisy	 ﾠthat	 ﾠexisted,	 ﾠhe	 ﾠargued	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠ wagt	 ﾠ sachgemäß	 ﾠ Kitsch,	 ﾠ nämlich	 ﾠ die	 ﾠ lächerliche	 ﾠ Wlet	 ﾠ des	 ﾠ schlau	 ﾠ
stupiden	 ﾠBürgers,	 ﾠder	 ﾠim	 ﾠdrosselnd	 ﾠGemeinen	 ﾠfett	 ﾠplätschert	 ﾠ…	 ﾠEr	 ﾠgibt	 ﾠ
dem	 ﾠBürger	 ﾠgestochen	 ﾠden	 ﾠKitsch	 ﾠzurück;	 ﾠer	 ﾠdarf	 ﾠsolches	 ﾠwagen,	 ﾠda	 ﾠer	 ﾠ
sehr	 ﾠgut	 ﾠmalt;	 ﾠso	 ﾠgut,	 ﾠdaß	 ﾠsein	 ﾠMalen	 ﾠden	 ﾠKitsch	 ﾠabtreibt,	 ﾠhinrichtet	 ﾠ…	 ﾠ
Dix	 ﾠ malt	 ﾠ Aktuelles	 ﾠ und	 ﾠ stößt	 ﾠ somit	 ﾠ es	 ﾠ hinunter;	 ﾠ ohne	 ﾠ geschwollene	 ﾠ
Pathetik	 ﾠfrisierender	 ﾠTrottl	 ﾠ(Van	 ﾠDyke	 ﾠ2009,	 ﾠp.53).	 ﾠMalerei,	 ﾠkritischer	 ﾠ
Festellung.	 ﾠTranslated;	 ﾠDix	 ﾠproperly	 ﾠdares	 ﾠthe	 ﾠkitsch	 ﾠin	 ﾠthe	 ﾠridiculous	 ﾠ
world	 ﾠ of	 ﾠ the	 ﾠ smart	 ﾠ yet	 ﾠ stupid	 ﾠ citizen,	 ﾠ throttling	 ﾠ the	 ﾠ common	 ﾠ
(ordinary)	 ﾠ…	 ﾠthe	 ﾠartist	 ﾠgives	 ﾠthe	 ﾠexcessively	 ﾠgarish	 ﾠand	 ﾠsentimental	 ﾠ
(kitsch)	 ﾠ back	 ﾠ to	 ﾠ the	 ﾠ citizen	 ﾠ in	 ﾠ a	 ﾠ razor	 ﾠ sharp	 ﾠ fashion,	 ﾠ and	 ﾠ he	 ﾠ may	 ﾠ
venture	 ﾠsuch	 ﾠbecause	 ﾠhe	 ﾠpaints	 ﾠvery	 ﾠwell,	 ﾠso	 ﾠwell	 ﾠthat	 ﾠhis	 ﾠwork	 ﾠaborts	 ﾠ
the	 ﾠkitsch,	 ﾠexecutes	 ﾠit	 ﾠ[so	 ﾠthat	 ﾠit	 ﾠis	 ﾠno	 ﾠlonger	 ﾠkitsch]	 ﾠ…	 ﾠDix	 ﾠpaints	 ﾠthe	 ﾠ
contemporary,	 ﾠthrowing	 ﾠit	 ﾠdown	 ﾠwithout	 ﾠdressing	 ﾠit	 ﾠup.	 ﾠPainting	 ﾠwith	 ﾠ
critical	 ﾠobservation.	 ﾠ	 ﾠ	 ﾠ 170	 ﾠ
	 ﾠ
Van	 ﾠ Dyke’s	 ﾠ translation	 ﾠ had	 ﾠ substituted	 ﾠ the	 ﾠ term	 ﾠ citizen	 ﾠ for	 ﾠ bourgeoisie	 ﾠ thus	 ﾠ
altering	 ﾠthe	 ﾠpotential	 ﾠalternative	 ﾠexplanations.	 ﾠHere,	 ﾠthe	 ﾠeducational	 ﾠmessage	 ﾠin	 ﾠ
Dix’s	 ﾠwork	 ﾠis	 ﾠimplied;	 ﾠthe	 ﾠartist	 ﾠintentionally	 ﾠmocks	 ﾠsociety	 ﾠby	 ﾠarguing	 ﾠthat	 ﾠthe	 ﾠ
responsibility	 ﾠfor	 ﾠthe	 ﾠdenigration	 ﾠof	 ﾠsocial	 ﾠvalues	 ﾠlies	 ﾠin	 ﾠthe	 ﾠculture	 ﾠcreated	 ﾠby	 ﾠthe	 ﾠ
bourgeoisie	 ﾠ and	 ﾠ the	 ﾠ apathetic	 ﾠ acceptance	 ﾠ to	 ﾠ subjection	 ﾠ of	 ﾠ that	 ﾠ culture	 ﾠ by	 ﾠ the	 ﾠ
proletariat.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠ work	 ﾠ carried	 ﾠ an	 ﾠ open	 ﾠ proletarian	 ﾠ message	 ﾠ (Gay	 ﾠ 2001,	 ﾠ p.107)	 ﾠ that	 ﾠ was	 ﾠ
educational	 ﾠbecause	 ﾠit	 ﾠhighlighted	 ﾠthe	 ﾠconsequences	 ﾠof	 ﾠwar.	 ﾠEven	 ﾠthough,	 ﾠwhen	 ﾠ
regarded	 ﾠ from	 ﾠ a	 ﾠ social	 ﾠ perspective	 ﾠ Dix	 ﾠ like	 ﾠ many	 ﾠ other	 ﾠ Germans	 ﾠ loved	 ﾠ to	 ﾠ
participate	 ﾠin	 ﾠbourgeois	 ﾠactivities	 ﾠsuch	 ﾠas	 ﾠdancing	 ﾠcompetitions	 ﾠand	 ﾠhe	 ﾠenjoyed	 ﾠ
the	 ﾠchic	 ﾠWeimar	 ﾠlife	 ﾠ(Peters	 ﾠ2010,	 ﾠp.22).	 ﾠThis	 ﾠanti-ﾭ‐bourgeoisie	 ﾠstance	 ﾠreceived	 ﾠ
criticism	 ﾠfrom,	 ﾠamongst	 ﾠother	 ﾠplaces,	 ﾠGermany	 ﾠand	 ﾠSoviet	 ﾠRussia.	 ﾠIt	 ﾠwas	 ﾠargued	 ﾠ
that	 ﾠthe	 ﾠartwork	 ﾠof	 ﾠartists	 ﾠsuch	 ﾠas	 ﾠOtto	 ﾠDix	 ﾠand	 ﾠGeorge	 ﾠGrosz	 ﾠshould	 ﾠportray	 ﾠ
more	 ﾠ positive	 ﾠ images	 ﾠ in	 ﾠ the	 ﾠ critique	 ﾠ of,	 ﾠ and	 ﾠ education	 ﾠ relating	 ﾠ to,	 ﾠ bourgeois	 ﾠ
society,	 ﾠimages	 ﾠwith	 ﾠwhich	 ﾠthe	 ﾠproletariat	 ﾠ(common	 ﾠman)	 ﾠcould	 ﾠidentify	 ﾠ(Strobl	 ﾠ
1996,	 ﾠ p.139).	 ﾠ Successful	 ﾠ location	 ﾠ within	 ﾠ the	 ﾠ field/paradigm	 ﾠ of	 ﾠ creative	 ﾠ
production	 ﾠallowed	 ﾠDix	 ﾠ(and	 ﾠGrosz)	 ﾠto	 ﾠbe	 ﾠsomewhat	 ﾠshielded	 ﾠfrom	 ﾠthe	 ﾠpressure	 ﾠ
(and	 ﾠsymbolic	 ﾠviolence)	 ﾠthat	 ﾠmay	 ﾠhave	 ﾠarisen	 ﾠas	 ﾠa	 ﾠresult	 ﾠof	 ﾠsuch	 ﾠcomment.	 ﾠ	 ﾠ
	 ﾠ
At	 ﾠaround	 ﾠthe	 ﾠsame	 ﾠtime	 ﾠGustav	 ﾠFriedrich	 ﾠHartlaub	 ﾠ(Director	 ﾠof	 ﾠthe	 ﾠMannheim	 ﾠ
Kunsthalle)	 ﾠbegan	 ﾠsearch	 ﾠfor	 ﾠcontributions	 ﾠfor	 ﾠa	 ﾠNeue	 ﾠSachlichkeit	 ﾠexhibition	 ﾠ
titled	 ﾠDie	 ﾠNeue	 ﾠSachlichkeit:	 ﾠDeutsche	 ﾠMalerie	 ﾠseit	 ﾠdem	 ﾠExpressionismus	 ﾠ(The	 ﾠNew	 ﾠ
Objectivity:	 ﾠ German	 ﾠ Painting	 ﾠ after	 ﾠ Expressionism)	 ﾠ for	 ﾠ which	 ﾠ the	 ﾠ Galerie	 ﾠ St.	 ﾠ
Etienne,	 ﾠNew	 ﾠYork	 ﾠprovides	 ﾠa	 ﾠuseful	 ﾠresource.	 ﾠHe	 ﾠdid	 ﾠso	 ﾠeven	 ﾠwith	 ﾠknowledge	 ﾠof	 ﾠ
the	 ﾠfact	 ﾠthat	 ﾠthe	 ﾠNeue	 ﾠSachlichkeit	 ﾠwas	 ﾠnot	 ﾠconsistent	 ﾠin	 ﾠits	 ﾠstyle.	 ﾠContributors	 ﾠto	 ﾠ
this	 ﾠexhibition	 ﾠwhich	 ﾠwas	 ﾠheld	 ﾠin	 ﾠ1925	 ﾠincluded	 ﾠOtto	 ﾠDix,	 ﾠConrad	 ﾠFelixmüller	 ﾠ
(1897	 ﾠ–	 ﾠ1977),	 ﾠGeorge	 ﾠGrosz	 ﾠ(1893	 ﾠ–	 ﾠ1959),	 ﾠHeinrich	 ﾠHoerie	 ﾠ(1895	 ﾠ–	 ﾠ1936),	 ﾠKarl	 ﾠ
Hubbuch	 ﾠ(1891	 ﾠ–	 ﾠ1979),	 ﾠChristian	 ﾠSchad	 ﾠ(1894	 ﾠ–	 ﾠ1982),	 ﾠRudolph	 ﾠSchlicter	 ﾠ(1890	 ﾠ
–	 ﾠ1955),	 ﾠGeorg	 ﾠSchrimpf	 ﾠ(1889	 ﾠ–	 ﾠ1938)	 ﾠand	 ﾠErich	 ﾠWegner	 ﾠ(1899	 ﾠ–	 ﾠ1980).	 ﾠOn	 ﾠthat	 ﾠ
basis	 ﾠHartlaub	 ﾠidentified	 ﾠthe	 ﾠleft	 ﾠand	 ﾠright	 ﾠwing	 ﾠfactions	 ﾠwithin	 ﾠthe	 ﾠmovement	 ﾠ
and	 ﾠ discerned	 ﾠ that	 ﾠ those	 ﾠ engaging	 ﾠ with	 ﾠ left	 ﾠ wing	 ﾠ revolutionary	 ﾠ politics	 ﾠ (the	 ﾠ	 ﾠ 171	 ﾠ
verists)	 ﾠ included	 ﾠ Otto	 ﾠ Dix	 ﾠ and	 ﾠ George	 ﾠ Grosz.	 ﾠ This	 ﾠ is	 ﾠ consistent	 ﾠ with	 ﾠ the	 ﾠ
educational	 ﾠphilosophy	 ﾠunderpinning	 ﾠthe	 ﾠeducational	 ﾠmessages	 ﾠin	 ﾠDix’s	 ﾠartwork	 ﾠ
so	 ﾠ far.	 ﾠ In	 ﾠ contrast,	 ﾠ the	 ﾠ artworks	 ﾠ of	 ﾠ for	 ﾠ example	 ﾠ Christian	 ﾠ Schad	 ﾠ and	 ﾠ Georg	 ﾠ
Schrimpf	 ﾠwere	 ﾠengrossed	 ﾠwith	 ﾠright	 ﾠwing,	 ﾠless	 ﾠradical	 ﾠpolitics	 ﾠ(a	 ﾠcombination	 ﾠof	 ﾠ
renaissance,	 ﾠ realism	 ﾠ and	 ﾠ surrealism),	 ﾠ figures	 ﾠ 1	 ﾠ –	 ﾠ 4	 ﾠ in	 ﾠ appendix	 ﾠ one	 ﾠ are	 ﾠ good	 ﾠ
examples	 ﾠof	 ﾠthis	 ﾠspectrum.	 ﾠIn	 ﾠshort,	 ﾠthe	 ﾠexhibition	 ﾠat	 ﾠthe	 ﾠMannheim	 ﾠidentified	 ﾠ
the	 ﾠNeue	 ﾠSachlichkeit	 ﾠ(and	 ﾠverism	 ﾠas	 ﾠpart	 ﾠof	 ﾠit)	 ﾠas	 ﾠa	 ﾠnew	 ﾠart	 ﾠmovement.	 ﾠIt	 ﾠalso	 ﾠ
identified	 ﾠDix,	 ﾠGrosz	 ﾠand	 ﾠSchad	 ﾠas	 ﾠamongst	 ﾠthe	 ﾠfounders	 ﾠof	 ﾠit,	 ﾠeven	 ﾠthough	 ﾠthe	 ﾠ
latter	 ﾠwhose	 ﾠpaintings	 ﾠare	 ﾠtaken	 ﾠto	 ﾠepitomise	 ﾠthe	 ﾠmovement	 ﾠdid	 ﾠnot	 ﾠpartake	 ﾠin	 ﾠ
this	 ﾠexhibition	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.64).	 ﾠDix’s	 ﾠwork	 ﾠwas	 ﾠoften	 ﾠtaken	 ﾠas	 ﾠbeing	 ﾠanti-ﾭ‐
military,	 ﾠ pornographic	 ﾠ and	 ﾠ immoral,	 ﾠ this	 ﾠ however	 ﾠ purposefully	 ﾠ ignored	 ﾠ the	 ﾠ
educational	 ﾠvalue	 ﾠand	 ﾠmessages	 ﾠin	 ﾠhis	 ﾠart.	 ﾠHis	 ﾠwork	 ﾠwas	 ﾠfurther	 ﾠpoliticised	 ﾠby	 ﾠhis	 ﾠ
membership	 ﾠof	 ﾠand	 ﾠconnection	 ﾠwith,	 ﾠamongst	 ﾠother	 ﾠradical	 ﾠartist	 ﾠorganisations,	 ﾠ
the	 ﾠJunge	 ﾠRhineland,	 ﾠthe	 ﾠ‘Nie	 ﾠwieder	 ﾠKrieg!’	 ﾠand	 ﾠBerlin’s	 ﾠRote	 ﾠGruppe.	 ﾠ	 ﾠ
	 ﾠ
Schützengraben	 ﾠtranslated	 ﾠas	 ﾠTrench,	 ﾠwhich	 ﾠwas	 ﾠproduced	 ﾠin	 ﾠ1923	 ﾠis	 ﾠone	 ﾠof	 ﾠthe	 ﾠ
most	 ﾠnotorious	 ﾠartworks	 ﾠproduced	 ﾠby	 ﾠDix	 ﾠon	 ﾠhis	 ﾠexperiences	 ﾠin	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠ
War,	 ﾠ an	 ﾠ image	 ﾠ that	 ﾠ has	 ﾠ been	 ﾠ described	 ﾠ as	 ﾠ monumental	 ﾠ in	 ﾠ bringing	 ﾠ together	 ﾠ
admiration	 ﾠand	 ﾠhorror	 ﾠ(Kállai	 ﾠ20120,	 ﾠp.109)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ42).	 ﾠWhat	 ﾠ
is	 ﾠ presented	 ﾠ here	 ﾠ is	 ﾠ a	 ﾠ mountain	 ﾠ of	 ﾠ dead	 ﾠ and	 ﾠ decomposing	 ﾠ soldiers	 ﾠ in	 ﾠ a	 ﾠ
representation	 ﾠ of	 ﾠ the	 ﾠ temporal,	 ﾠ beautiful	 ﾠ and	 ﾠ the	 ﾠ ugly	 ﾠ side	 ﾠ of	 ﾠ humanity	 ﾠ as	 ﾠ
underpinned	 ﾠ by	 ﾠ the	 ﾠ contemporary	 ﾠ bourgeoisie	 ﾠ culture	 ﾠ and	 ﾠ ideals.	 ﾠ What	 ﾠ is	 ﾠ
interesting	 ﾠis	 ﾠthat	 ﾠonly	 ﾠone	 ﾠcorpse	 ﾠappears	 ﾠin	 ﾠfull	 ﾠview	 ﾠof	 ﾠthose	 ﾠconsuming	 ﾠthis	 ﾠ
image,	 ﾠin	 ﾠterms	 ﾠof	 ﾠpower	 ﾠthis	 ﾠfigure	 ﾠrepresents	 ﾠdetached	 ﾠpower	 ﾠover	 ﾠthe	 ﾠviewer.	 ﾠ
Perhaps	 ﾠthis	 ﾠfigure	 ﾠrepresents	 ﾠthose	 ﾠideals	 ﾠthat	 ﾠDix	 ﾠseeks	 ﾠto	 ﾠquestion	 ﾠin	 ﾠthis	 ﾠ
artwork.	 ﾠ In	 ﾠ terms	 ﾠ of	 ﾠ colour	 ﾠ analysis,	 ﾠ visual	 ﾠ acuity	 ﾠ is	 ﾠ considerably	 ﾠ reduced	 ﾠ
because	 ﾠof	 ﾠthe	 ﾠsheer	 ﾠchaos	 ﾠdepicted.	 ﾠThe	 ﾠviewer	 ﾠwill	 ﾠfind	 ﾠit	 ﾠdifficult	 ﾠto	 ﾠspatially	 ﾠ
organise	 ﾠthis	 ﾠimage	 ﾠbecause	 ﾠthe	 ﾠuse	 ﾠof	 ﾠmulti-ﾭ‐area	 ﾠfocal	 ﾠpoints	 ﾠelevate	 ﾠthe	 ﾠsubject	 ﾠ
for	 ﾠpurposes	 ﾠof	 ﾠimmediate	 ﾠattention,	 ﾠmaking	 ﾠany	 ﾠmessage	 ﾠstand	 ﾠout	 ﾠfar	 ﾠmore.	 ﾠ
Thus,	 ﾠits	 ﾠviewers	 ﾠwould	 ﾠin	 ﾠno	 ﾠdoubt	 ﾠhave,	 ﾠin	 ﾠterms	 ﾠof	 ﾠhumanistic	 ﾠinterpretation,	 ﾠ
understood	 ﾠthe	 ﾠindiscriminate	 ﾠdestruction	 ﾠcaused	 ﾠby	 ﾠwarfare.	 ﾠ	 ﾠ
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What	 ﾠ is	 ﾠ clear	 ﾠ is	 ﾠ that	 ﾠ Dix’s	 ﾠ educational	 ﾠ message	 ﾠ here	 ﾠ aims	 ﾠ to	 ﾠ address	 ﾠ social	 ﾠ
denigration	 ﾠthrough	 ﾠviolence	 ﾠwith	 ﾠalmost	 ﾠa	 ﾠmechanization	 ﾠof	 ﾠthe	 ﾠ‘male’	 ﾠ–	 ﾠhuman	 ﾠ
beings	 ﾠreduced	 ﾠand	 ﾠridiculed	 ﾠto	 ﾠnothing	 ﾠmore	 ﾠthan	 ﾠthe	 ﾠmeans	 ﾠthrough	 ﾠwhich	 ﾠ
warfare	 ﾠis	 ﾠconducted;	 ﾠwars	 ﾠwon	 ﾠand	 ﾠlost.	 ﾠDix	 ﾠquestions	 ﾠ(and	 ﾠexposes)	 ﾠthe	 ﾠdark	 ﾠ
side	 ﾠof	 ﾠhuman	 ﾠbeings,	 ﾠthereby	 ﾠquestioning	 ﾠwhether	 ﾠthose	 ﾠthat	 ﾠchose	 ﾠwar	 ﾠreally	 ﾠ
understood	 ﾠits	 ﾠrepercussions.	 ﾠPerhaps	 ﾠthe	 ﾠartist	 ﾠeven	 ﾠcontradicts	 ﾠhimself	 ﾠmoving	 ﾠ
from	 ﾠ painting	 ﾠ reality	 ﾠ to	 ﾠ try	 ﾠ and	 ﾠ shape	 ﾠ it	 ﾠ through	 ﾠ sharing	 ﾠ his	 ﾠ educational	 ﾠ
experiences.	 ﾠ For	 ﾠ the	 ﾠ critic	 ﾠ Kàllai	 ﾠ (see	 ﾠ supra	 ﾠ p.179)	 ﾠ this	 ﾠ move	 ﾠ evidenced	 ﾠ Dix’s	 ﾠ
devotion	 ﾠto	 ﾠthe	 ﾠgod	 ﾠof	 ﾠwar	 ﾠor	 ﾠat	 ﾠleast	 ﾠa	 ﾠpacifist	 ﾠagenda	 ﾠ(1927,	 ﾠp.97;	 ﾠsee	 ﾠalso	 ﾠVan	 ﾠ
Dyke	 ﾠ2009,	 ﾠp.55).	 ﾠIn	 ﾠany	 ﾠregard	 ﾠit	 ﾠwas	 ﾠas	 ﾠa	 ﾠresult	 ﾠof	 ﾠthe	 ﾠfierce	 ﾠresponse	 ﾠto	 ﾠthis	 ﾠ
painting	 ﾠthat	 ﾠallowed	 ﾠKarl	 ﾠNierendorf	 ﾠto	 ﾠwrite	 ﾠto	 ﾠDix	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
you	 ﾠare	 ﾠnow	 ﾠa	 ﾠfamous	 ﾠman,	 ﾠknown	 ﾠto	 ﾠall	 ﾠof	 ﾠGermany	 ﾠ(Nierendorf	 ﾠto	 ﾠ
Dix	 ﾠ1924).	 ﾠ	 ﾠ
	 ﾠ
Van	 ﾠDyke	 ﾠ(2009,	 ﾠp.55)	 ﾠargues	 ﾠthat	 ﾠthe	 ﾠfield	 ﾠof	 ﾠartistic	 ﾠproduction	 ﾠin	 ﾠthe	 ﾠWeimar	 ﾠ
Republic,	 ﾠ an	 ﾠ economically,	 ﾠ socially	 ﾠ and	 ﾠ politically	 ﾠ volatile	 ﾠ period	 ﾠ in	 ﾠ German	 ﾠ
history,	 ﾠ was	 ﾠ a	 ﾠ competitive	 ﾠ and	 ﾠ deeply	 ﾠ factional	 ﾠ professional	 ﾠ space.	 ﾠ It	 ﾠ is	 ﾠ
postulated	 ﾠthat	 ﾠat	 ﾠthis	 ﾠstage	 ﾠthis	 ﾠclassification	 ﾠdoes	 ﾠnot	 ﾠfit	 ﾠthe	 ﾠartistic,	 ﾠcultural,	 ﾠ
political	 ﾠand	 ﾠsocial	 ﾠspace	 ﾠin	 ﾠwhich	 ﾠOtto	 ﾠDix	 ﾠwas	 ﾠlocated.	 ﾠHence,	 ﾠthe	 ﾠartist	 ﾠhad	 ﾠ
moved	 ﾠfrom	 ﾠthe	 ﾠfield/paradigm	 ﾠof	 ﾠartistic	 ﾠproduction	 ﾠto	 ﾠthe	 ﾠfield/paradigm	 ﾠof	 ﾠ
creative	 ﾠproduction	 ﾠwith	 ﾠa	 ﾠshift	 ﾠin	 ﾠsusceptibility	 ﾠto	 ﾠits	 ﾠparadigmatic	 ﾠdynamics.	 ﾠ
This	 ﾠis	 ﾠbecause	 ﾠthe	 ﾠlatter	 ﾠcentres	 ﾠon	 ﾠexpressiveness,	 ﾠthe	 ﾠimaginative	 ﾠand	 ﾠoriginal	 ﾠ
and	 ﾠtherefore	 ﾠis	 ﾠmore	 ﾠappropriate	 ﾠfor	 ﾠDix’s	 ﾠwork,	 ﾠrather	 ﾠthan	 ﾠthe	 ﾠformer	 ﾠthat	 ﾠ
focuses	 ﾠon	 ﾠthe	 ﾠmerely	 ﾠperformative	 ﾠ(imagination	 ﾠand	 ﾠskill).	 ﾠArtists	 ﾠwithin	 ﾠthe	 ﾠ
latter	 ﾠfield/paradigm	 ﾠare	 ﾠfar	 ﾠless	 ﾠlikely	 ﾠto	 ﾠbe	 ﾠsusceptible	 ﾠto	 ﾠpolitical	 ﾠinfluences	 ﾠ
and	 ﾠcontrol	 ﾠfrom	 ﾠthe	 ﾠfield/paradigm	 ﾠof	 ﾠpower	 ﾠor	 ﾠpolitics.	 ﾠThis	 ﾠwould	 ﾠallow	 ﾠthem	 ﾠ
to	 ﾠ rupture	 ﾠ their	 ﾠ conceptual	 ﾠ identities	 ﾠ (artistic,	 ﾠ cultural,	 ﾠ social,	 ﾠ political	 ﾠ and	 ﾠ
professional)	 ﾠpartly	 ﾠbecause	 ﾠtheir	 ﾠprivileged	 ﾠposition	 ﾠis	 ﾠdefined	 ﾠless	 ﾠby	 ﾠmarket	 ﾠ
success.	 ﾠ	 ﾠ
	 ﾠ
It	 ﾠ is	 ﾠ evident	 ﾠ that	 ﾠ Dix	 ﾠ was	 ﾠ firmly	 ﾠ located	 ﾠ within	 ﾠ the	 ﾠ field/paradigm	 ﾠ of	 ﾠ artistic	 ﾠ
production	 ﾠbecause	 ﾠof	 ﾠthe	 ﾠinfluence	 ﾠNierendorf	 ﾠand	 ﾠhis	 ﾠBerlin	 ﾠbased	 ﾠart	 ﾠdealer	 ﾠ	 ﾠ 173	 ﾠ
partner	 ﾠIsrael	 ﾠBer	 ﾠNeumann	 ﾠexercised	 ﾠover	 ﾠDix.	 ﾠThis	 ﾠinfluence	 ﾠresulted	 ﾠin	 ﾠthe	 ﾠ
market-ﾭ‐focused	 ﾠ art	 ﾠ he	 ﾠ was	 ﾠ required	 ﾠ to	 ﾠ contractually	 ﾠ produce.	 ﾠ On	 ﾠ this	 ﾠ issue	 ﾠ
Gutbrod	 ﾠ (2010,	 ﾠ p.49)	 ﾠ states	 ﾠ that	 ﾠ this	 ﾠ was	 ﾠ merely	 ﾠ suggestive	 ﾠ (see	 ﾠ also	 ﾠ Peters	 ﾠ
2010,	 ﾠp.20).	 ﾠThe	 ﾠfact	 ﾠthat	 ﾠDix	 ﾠchose	 ﾠto	 ﾠterminate	 ﾠhis	 ﾠcontract	 ﾠwith	 ﾠNierendorf	 ﾠ
immediately	 ﾠonce	 ﾠhe	 ﾠbegan	 ﾠhis	 ﾠProfessorial	 ﾠrole	 ﾠby	 ﾠchoice	 ﾠsuggests	 ﾠotherwise	 ﾠ
(see	 ﾠbelow).	 ﾠThe	 ﾠDresden	 ﾠAcademy	 ﾠof	 ﾠFine	 ﾠArt	 ﾠhas	 ﾠconfirmed	 ﾠthat	 ﾠthis	 ﾠwas	 ﾠnot	 ﾠa	 ﾠ
contractual	 ﾠrequirement	 ﾠof	 ﾠOtto	 ﾠDix’s	 ﾠnew	 ﾠemployment.	 ﾠIt	 ﾠwas	 ﾠalso	 ﾠNierendorf’s	 ﾠ
Berlin	 ﾠpublishing	 ﾠhouse	 ﾠthat	 ﾠlater	 ﾠpublished	 ﾠseventy	 ﾠcopies	 ﾠof	 ﾠDix’s	 ﾠDer	 ﾠKrieg,	 ﾠin	 ﾠa	 ﾠ
portfolio	 ﾠof	 ﾠfifty	 ﾠprints	 ﾠ(Peters	 ﾠ2010,	 ﾠp.21).	 ﾠ	 ﾠ
	 ﾠ
Without	 ﾠcontext	 ﾠgiven	 ﾠto	 ﾠthis	 ﾠissue	 ﾠby	 ﾠthe	 ﾠnature	 ﾠof	 ﾠthe	 ﾠcontract	 ﾠbetween	 ﾠDix	 ﾠand	 ﾠ
Nierendorf	 ﾠit	 ﾠseems	 ﾠas	 ﾠthough	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠlooking	 ﾠfor	 ﾠthe	 ﾠroute	 ﾠto	 ﾠfame.	 ﾠThis	 ﾠ
arguable	 ﾠpremeditation	 ﾠin	 ﾠthe	 ﾠproduction	 ﾠof	 ﾠmany	 ﾠof	 ﾠhis	 ﾠartworks	 ﾠwhen	 ﾠcoupled	 ﾠ
with	 ﾠa	 ﾠstrategically	 ﾠtimed	 ﾠrelease	 ﾠsuggests	 ﾠa	 ﾠdesign	 ﾠto	 ﾠelicit	 ﾠmaximum	 ﾠpublicity.	 ﾠ
The	 ﾠcontradiction	 ﾠlies	 ﾠin	 ﾠthe	 ﾠeducational	 ﾠmessages	 ﾠcontained	 ﾠwithin	 ﾠthe	 ﾠimages,	 ﾠ
although	 ﾠhis	 ﾠlater	 ﾠwork	 ﾠtitled	 ﾠDer	 ﾠKrieg	 ﾠ(appendix	 ﾠone,	 ﾠfigure	 ﾠ42;	 ﾠsee	 ﾠsupra	 ﾠp.177)	 ﾠ
is	 ﾠ a	 ﾠ good	 ﾠ example	 ﾠ of	 ﾠ this	 ﾠ contention	 ﾠ because	 ﾠ its	 ﾠ release	 ﾠ coincided	 ﾠ with	 ﾠ the	 ﾠ
commemoration	 ﾠof	 ﾠthe	 ﾠtenth	 ﾠanniversary	 ﾠof	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar.	 ﾠThe	 ﾠimage	 ﾠeven	 ﾠ
contained	 ﾠa	 ﾠmodified	 ﾠversion	 ﾠ(Crockett	 ﾠ1992,	 ﾠp.79)	 ﾠof	 ﾠhis	 ﾠinfamous	 ﾠpainting	 ﾠtitled	 ﾠ
Trench	 ﾠas	 ﾠthe	 ﾠcentral	 ﾠpanel.	 ﾠThe	 ﾠeffect	 ﾠof	 ﾠthis	 ﾠwas	 ﾠto	 ﾠmove	 ﾠDix	 ﾠforward	 ﾠfrom	 ﾠhis	 ﾠ
images	 ﾠof	 ﾠthe	 ﾠlustmord	 ﾠ(sex	 ﾠmurder)	 ﾠand	 ﾠprostitutes,	 ﾠwhich	 ﾠno	 ﾠlonger	 ﾠelicited	 ﾠthe	 ﾠ
same	 ﾠ sensational	 ﾠ response,	 ﾠ thereby	 ﾠ changing	 ﾠ his	 ﾠ public	 ﾠ image.	 ﾠ Dix	 ﾠ also	 ﾠ gave	 ﾠ
some	 ﾠimportance	 ﾠto	 ﾠhis	 ﾠartistic	 ﾠand	 ﾠsocial	 ﾠimage.	 ﾠThis	 ﾠis	 ﾠevident	 ﾠfrom	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠ
he	 ﾠspent	 ﾠtime	 ﾠand	 ﾠenergy	 ﾠreflecting	 ﾠon	 ﾠthe	 ﾠform	 ﾠand	 ﾠeven	 ﾠplace	 ﾠthat	 ﾠhis	 ﾠsignature	 ﾠ
finally	 ﾠtook	 ﾠ(see	 ﾠVan	 ﾠDyke	 ﾠ2009,	 ﾠpp.49	 ﾠand	 ﾠ52).	 ﾠIt	 ﾠwas	 ﾠas	 ﾠthough	 ﾠhe	 ﾠneeded	 ﾠto	 ﾠ
form	 ﾠpart	 ﾠof	 ﾠthe	 ﾠartwork	 ﾠbecause	 ﾠthe	 ﾠartwork	 ﾠand	 ﾠits	 ﾠeducational	 ﾠmessage	 ﾠwas	 ﾠin	 ﾠ
essence	 ﾠa	 ﾠpart	 ﾠof	 ﾠhim,	 ﾠan	 ﾠouter	 ﾠreflection	 ﾠof	 ﾠhis	 ﾠinner-ﾭ‐self	 ﾠ–	 ﾠhis	 ﾠbildung.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ1925	 ﾠDix	 ﾠmoved,	 ﾠwith	 ﾠMartha	 ﾠand	 ﾠNelly	 ﾠwho	 ﾠwas	 ﾠtwo	 ﾠat	 ﾠthe	 ﾠtime,	 ﾠto	 ﾠBerlin	 ﾠ
with	 ﾠthe	 ﾠsupport	 ﾠof	 ﾠGalerie	 ﾠNeumann-ﾭ‐Nierendorf	 ﾠ(formerly	 ﾠthe	 ﾠJ.	 ﾠB.	 ﾠNeumann	 ﾠ
Gallerie	 ﾠrenamed	 ﾠwhen	 ﾠNierendorf	 ﾠassumed	 ﾠits	 ﾠdirectorship),	 ﾠwhich	 ﾠhad	 ﾠitself	 ﾠ
relocated	 ﾠ from	 ﾠ Cologne	 ﾠ to	 ﾠ Berlin	 ﾠ via	 ﾠ Düsseldorf.	 ﾠ It	 ﾠ is	 ﾠ here	 ﾠ that	 ﾠ the	 ﾠ artist	 ﾠ
organised	 ﾠa	 ﾠseries	 ﾠof	 ﾠcollective	 ﾠexhibitions	 ﾠin	 ﾠBerlin,	 ﾠMunich	 ﾠand	 ﾠDresden.	 ﾠ	 ﾠ	 ﾠ 174	 ﾠ
	 ﾠ
In	 ﾠthe	 ﾠsame	 ﾠyear	 ﾠDix	 ﾠproduced	 ﾠa	 ﾠstriking	 ﾠportrait	 ﾠof	 ﾠthe	 ﾠGerman	 ﾠdancer	 ﾠAnita	 ﾠ
Berber	 ﾠin	 ﾠ1925	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ2).	 ﾠDix’s	 ﾠimage	 ﾠis	 ﾠsaid	 ﾠto	 ﾠhave	 ﾠgiven	 ﾠ
fame	 ﾠto	 ﾠthis	 ﾠrelatively	 ﾠunknown	 ﾠand	 ﾠoften	 ﾠpenniless	 ﾠperformer.	 ﾠAnita	 ﾠBerber	 ﾠ
(1899	 ﾠ –	 ﾠ 1928)	 ﾠ was	 ﾠ a	 ﾠ notorious	 ﾠ Berlin	 ﾠ nightclub	 ﾠ dancer	 ﾠ whose	 ﾠ performances	 ﾠ
were	 ﾠnot	 ﾠapproved	 ﾠof	 ﾠin	 ﾠpolite	 ﾠsociety.	 ﾠPeters	 ﾠ(2010,	 ﾠp.210)	 ﾠand	 ﾠLöffler	 ﾠ(1926)	 ﾠ
have	 ﾠdescribed	 ﾠthis	 ﾠimage	 ﾠas	 ﾠthe	 ﾠcondensation	 ﾠof	 ﾠthe	 ﾠconflicting	 ﾠnature	 ﾠof	 ﾠan	 ﾠ
entire	 ﾠepoch.	 ﾠOtto	 ﾠDix	 ﾠand	 ﾠhis	 ﾠthen	 ﾠwife	 ﾠMartha	 ﾠbecame	 ﾠacquainted	 ﾠwith	 ﾠBerber	 ﾠ
shortly	 ﾠafter	 ﾠthey	 ﾠattended	 ﾠone	 ﾠof	 ﾠher	 ﾠperformances	 ﾠat	 ﾠthe	 ﾠJungmühle	 ﾠcabaret	 ﾠin	 ﾠ
Dusseldorf	 ﾠcirca	 ﾠ1925.	 ﾠThey	 ﾠwere	 ﾠat	 ﾠher	 ﾠbedside	 ﾠat	 ﾠthe	 ﾠBethanienkrankenhaus	 ﾠ
(Bethanien	 ﾠHospital)	 ﾠin	 ﾠBerlin	 ﾠwhere	 ﾠshe	 ﾠdied	 ﾠof	 ﾠtuberculosis	 ﾠof	 ﾠthe	 ﾠlungs	 ﾠin	 ﾠ
1928.	 ﾠBerber	 ﾠhad	 ﾠnot	 ﾠeven	 ﾠhaving	 ﾠreached	 ﾠthe	 ﾠage	 ﾠof	 ﾠthirty,	 ﾠshe	 ﾠwas	 ﾠborn	 ﾠinto	 ﾠan	 ﾠ
artistic	 ﾠfamily	 ﾠin	 ﾠLeipzig	 ﾠin	 ﾠ1899,	 ﾠshe	 ﾠwas	 ﾠan	 ﾠalcoholic	 ﾠand	 ﾠa	 ﾠcocaine	 ﾠaddict	 ﾠ–	 ﾠthe	 ﾠ
latter	 ﾠof	 ﾠwhich	 ﾠwas	 ﾠthe	 ﾠsubject	 ﾠof	 ﾠher	 ﾠmany	 ﾠnude	 ﾠperformances.	 ﾠ	 ﾠ
	 ﾠ
Traditional	 ﾠanalysis	 ﾠand	 ﾠinterpretation	 ﾠof	 ﾠthis	 ﾠportrait	 ﾠhas	 ﾠdescribed	 ﾠit	 ﾠas	 ﾠthat	 ﾠof	 ﾠ	 ﾠ
	 ﾠ
a	 ﾠtype	 ﾠof	 ﾠtaboo-ﾭ‐violating	 ﾠvamp,	 ﾠwho	 ﾠdevoured	 ﾠboth	 ﾠmen	 ﾠand	 ﾠwomen	 ﾠ
whose	 ﾠescapades	 ﾠtried	 ﾠto	 ﾠgloss	 ﾠover	 ﾠthe	 ﾠloss	 ﾠof	 ﾠmeaning	 ﾠand	 ﾠvalues	 ﾠ
after	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠhad	 ﾠbeen	 ﾠlost	 ﾠ…	 ﾠ[akin	 ﾠto	 ﾠa]	 ﾠflaming	 ﾠchord,	 ﾠin	 ﾠ
a	 ﾠsignal	 ﾠlike	 ﾠdangerous	 ﾠred	 ﾠ[and]	 ﾠ…	 ﾠsensuous	 ﾠ…	 ﾠviper	 ﾠlike	 ﾠred	 ﾠkissing	 ﾠ
mouth	 ﾠ…	 ﾠa	 ﾠpersonification	 ﾠof	 ﾠsin	 ﾠ(Peters	 ﾠ2010,	 ﾠp.210).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠimage	 ﾠcaused	 ﾠquite	 ﾠa	 ﾠstir	 ﾠand	 ﾠwas	 ﾠconfiscated	 ﾠduring	 ﾠthe	 ﾠThird	 ﾠReich.	 ﾠIt	 ﾠthen	 ﾠ
passed	 ﾠthrough	 ﾠvarious	 ﾠhands	 ﾠuntil	 ﾠDix	 ﾠacquired	 ﾠit	 ﾠin	 ﾠ1963,	 ﾠafter	 ﾠwhich	 ﾠit	 ﾠhung	 ﾠ
over	 ﾠ his	 ﾠ family	 ﾠ home	 ﾠ fireplace	 ﾠ in	 ﾠ Hemmenhofen.	 ﾠ What	 ﾠ is	 ﾠ presented	 ﾠ in	 ﾠ this	 ﾠ
portrait	 ﾠis	 ﾠan	 ﾠalmost	 ﾠfull-ﾭ‐length	 ﾠsultry	 ﾠfemale	 ﾠfigure	 ﾠwho	 ﾠlooks	 ﾠtowards	 ﾠher	 ﾠright	 ﾠ
(the	 ﾠviewers	 ﾠleft).	 ﾠIn	 ﾠthis	 ﾠportrait	 ﾠBerber	 ﾠdons	 ﾠa	 ﾠfull-ﾭ‐length	 ﾠwrap-ﾭ‐around	 ﾠfigure	 ﾠ
hugging	 ﾠbright	 ﾠred	 ﾠdress,	 ﾠher	 ﾠhair	 ﾠis	 ﾠa	 ﾠsimilar	 ﾠshade	 ﾠof	 ﾠauburn.	 ﾠShe	 ﾠhas	 ﾠpale	 ﾠ
white	 ﾠ skin	 ﾠ and	 ﾠ is	 ﾠ posing	 ﾠ with	 ﾠ what	 ﾠ seems	 ﾠ to	 ﾠ be	 ﾠ utter	 ﾠ self-ﾭ‐confidence.	 ﾠ The	 ﾠ
background	 ﾠin	 ﾠthis	 ﾠimage	 ﾠconsists	 ﾠof	 ﾠwhat	 ﾠseems	 ﾠto	 ﾠbe	 ﾠan	 ﾠentire	 ﾠspectrum	 ﾠof	 ﾠthe	 ﾠ
colour	 ﾠred	 ﾠincluding	 ﾠher	 ﾠdress	 ﾠand	 ﾠhair;	 ﾠthis	 ﾠis	 ﾠcoupled	 ﾠwith	 ﾠyellow	 ﾠand	 ﾠvarying	 ﾠ
darker	 ﾠtonal	 ﾠshading.	 ﾠ	 ﾠ	 ﾠ 175	 ﾠ
	 ﾠ
Berber’s	 ﾠhips	 ﾠswing	 ﾠto	 ﾠthe	 ﾠleft	 ﾠ(viewers’	 ﾠright)	 ﾠand	 ﾠthe	 ﾠleft	 ﾠhip	 ﾠis	 ﾠalmost	 ﾠcupped	 ﾠ
by	 ﾠ the	 ﾠ hand.	 ﾠ Her	 ﾠ right	 ﾠ hand	 ﾠ rests	 ﾠ on	 ﾠ her	 ﾠ hip	 ﾠ (viewers’	 ﾠ left)	 ﾠ with	 ﾠ her	 ﾠ right	 ﾠ
shoulder	 ﾠpointing	 ﾠupwards,	 ﾠher	 ﾠhead	 ﾠfaces	 ﾠher	 ﾠleft	 ﾠand	 ﾠshe	 ﾠdoes	 ﾠnot	 ﾠmake	 ﾠeye	 ﾠ
contact	 ﾠwith	 ﾠthe	 ﾠviewer.	 ﾠSuch	 ﾠgendered	 ﾠrepresentation	 ﾠof	 ﾠthe	 ﾠbody	 ﾠis	 ﾠexemplary	 ﾠ
in	 ﾠdenoting	 ﾠbehaviour	 ﾠ(see	 ﾠgenerally	 ﾠGoffman	 ﾠ1979;	 ﾠBell	 ﾠet	 ﾠal	 ﾠ1982).	 ﾠThe	 ﾠfact	 ﾠ
that	 ﾠBerber	 ﾠlooks	 ﾠaway	 ﾠfrom	 ﾠthe	 ﾠviewer	 ﾠsuggests	 ﾠthat	 ﾠshe	 ﾠ(or	 ﾠDix)	 ﾠoffers	 ﾠher	 ﾠto	 ﾠ
the	 ﾠviewer	 ﾠas	 ﾠan	 ﾠideal	 ﾠthat	 ﾠdemands	 ﾠseduction	 ﾠwith	 ﾠthe	 ﾠintensity	 ﾠof	 ﾠcolours	 ﾠin	 ﾠ
this	 ﾠimage	 ﾠ–	 ﾠalmost	 ﾠas	 ﾠthough	 ﾠthe	 ﾠsubject	 ﾠand	 ﾠworld	 ﾠare	 ﾠone;	 ﾠthis	 ﾠconfirms	 ﾠthe	 ﾠ
earlier	 ﾠinterpretation.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ educational	 ﾠ message	 ﾠ presented	 ﾠ here	 ﾠ relates	 ﾠ to	 ﾠ another	 ﾠ facet	 ﾠ of	 ﾠ human	 ﾠ
nature:	 ﾠemancipation	 ﾠand	 ﾠhedonism	 ﾠincluding	 ﾠdesire,	 ﾠlust,	 ﾠsensuality	 ﾠand	 ﾠsin.	 ﾠIn	 ﾠ
short,	 ﾠ Dix	 ﾠ offers	 ﾠ Berber	 ﾠ as	 ﾠ a	 ﾠ form	 ﾠ of	 ﾠ higher	 ﾠ development	 ﾠ of	 ﾠ the	 ﾠ self.	 ﾠ The	 ﾠ
educational	 ﾠmessage	 ﾠin	 ﾠthe	 ﾠartwork	 ﾠaims	 ﾠto	 ﾠaddress	 ﾠsocial	 ﾠdenigration	 ﾠthrough	 ﾠ
sex	 ﾠ and	 ﾠ sexuality	 ﾠ by	 ﾠ celebrating	 ﾠ and	 ﾠ questioning	 ﾠ the	 ﾠ varying	 ﾠ levels	 ﾠ of	 ﾠ the	 ﾠ
emancipation	 ﾠ of	 ﾠ womankind	 ﾠ and	 ﾠ its	 ﾠ discordance	 ﾠ with	 ﾠ traditional	 ﾠ (including	 ﾠ
religious)	 ﾠmeaning	 ﾠand	 ﾠvalue.	 ﾠSymbolically,	 ﾠthis	 ﾠimage	 ﾠof	 ﾠBerber	 ﾠaccords	 ﾠwith	 ﾠthe	 ﾠ
fact	 ﾠthat	 ﾠit	 ﾠreveals	 ﾠher	 ﾠindividuality	 ﾠand	 ﾠpersonality,	 ﾠhowever	 ﾠthe	 ﾠfullness	 ﾠof	 ﾠthis	 ﾠ
image	 ﾠ (size)	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ what	 ﾠ is	 ﾠ depicted	 ﾠ suggests	 ﾠ a	 ﾠ social	 ﾠ disconnection	 ﾠ
substantiating	 ﾠthe	 ﾠargument	 ﾠthat	 ﾠBerber,	 ﾠto	 ﾠDix	 ﾠat	 ﾠleast,	 ﾠrepresented	 ﾠone	 ﾠpolarity	 ﾠ
of	 ﾠa	 ﾠvast	 ﾠarray	 ﾠof	 ﾠpolarities	 ﾠin	 ﾠwhich	 ﾠhumanity	 ﾠtakes	 ﾠform.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠduring	 ﾠthis	 ﾠperiod	 ﾠhas	 ﾠalso	 ﾠbeen	 ﾠdescribed	 ﾠas	 ﾠbeing	 ﾠwell	 ﾠdressed,	 ﾠwith	 ﾠa	 ﾠlove	 ﾠ
of	 ﾠ extravagance,	 ﾠ to	 ﾠ the	 ﾠ extent	 ﾠ that	 ﾠ even	 ﾠ his	 ﾠ residential	 ﾠ addresses	 ﾠ in	 ﾠ Berlin,	 ﾠ
Dresden	 ﾠand	 ﾠon	 ﾠLake	 ﾠConstance	 ﾠwere	 ﾠin	 ﾠprime	 ﾠlocations	 ﾠ(Bröhan	 ﾠ2007).	 ﾠIt	 ﾠwas	 ﾠ
also	 ﾠduring	 ﾠ1925	 ﾠthat	 ﾠDix	 ﾠmet	 ﾠthe	 ﾠJewish	 ﾠlawyer	 ﾠHugo	 ﾠSimons	 ﾠ(1892	 ﾠ–	 ﾠ1958);	 ﾠ
unbeknown	 ﾠto	 ﾠthe	 ﾠartist	 ﾠSimons	 ﾠwould	 ﾠbecome	 ﾠa	 ﾠdear	 ﾠand	 ﾠlong-ﾭ‐term	 ﾠfriend	 ﾠof	 ﾠhis.	 ﾠ
Simons	 ﾠhad	 ﾠwon	 ﾠa	 ﾠcase	 ﾠfor	 ﾠDix	 ﾠrelating	 ﾠto	 ﾠnon-ﾭ‐payment	 ﾠfor	 ﾠa	 ﾠportrait	 ﾠof	 ﾠa	 ﾠMiss	 ﾠ
Grünthal	 ﾠcommissioned	 ﾠby	 ﾠher	 ﾠfather	 ﾠon	 ﾠthe	 ﾠbasis	 ﾠof	 ﾠpoor	 ﾠlikeness.	 ﾠBondil	 ﾠargues	 ﾠ
that	 ﾠ for	 ﾠ Dix	 ﾠ his	 ﾠ artistic	 ﾠ freedom	 ﾠ was	 ﾠ on	 ﾠ trial	 ﾠ (2010,	 ﾠ p.9).	 ﾠ The	 ﾠ artist	 ﾠ painted	 ﾠ
Simons’s	 ﾠportrait	 ﾠto	 ﾠthank	 ﾠhim,	 ﾠand	 ﾠlike	 ﾠmany	 ﾠof	 ﾠhis	 ﾠsubjects	 ﾠDix	 ﾠalready	 ﾠhad	 ﾠa	 ﾠ
portrait	 ﾠin	 ﾠmind.	 ﾠWhen	 ﾠthe	 ﾠNazi’s	 ﾠseized	 ﾠpower	 ﾠSimons	 ﾠalong	 ﾠwith	 ﾠhis	 ﾠfamily	 ﾠfled	 ﾠ	 ﾠ 176	 ﾠ
Germany	 ﾠfor	 ﾠThe	 ﾠHague,	 ﾠwith	 ﾠonly	 ﾠminimal	 ﾠpossessions	 ﾠone	 ﾠof	 ﾠwhich	 ﾠ(thankfully)	 ﾠ
was	 ﾠhis	 ﾠportrait.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ1926	 ﾠsix	 ﾠof	 ﾠDix’s	 ﾠsocially	 ﾠcritical	 ﾠwar	 ﾠpaintings	 ﾠwere	 ﾠfeatured	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠ
Internationale	 ﾠ Kunstausstellung	 ﾠ (International	 ﾠ Art	 ﾠ Exhibition),	 ﾠ an	 ﾠ exhibition	 ﾠ
curated	 ﾠby	 ﾠHans	 ﾠPosse	 ﾠ(Director	 ﾠof	 ﾠthe	 ﾠGemäldegalerie,	 ﾠDresden)	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠ
p.68).	 ﾠ Thus,	 ﾠ the	 ﾠ educational	 ﾠ message	 ﾠ in	 ﾠ Dix’s	 ﾠ social	 ﾠ criticality	 ﾠ is	 ﾠ discreetly	 ﾠ
evidenced	 ﾠ through	 ﾠ this	 ﾠ work.	 ﾠ In	 ﾠ the	 ﾠ same	 ﾠ year	 ﾠ he	 ﾠ was	 ﾠ appointed	 ﾠ to	 ﾠ a	 ﾠ
Professorship	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠAcademy	 ﾠof	 ﾠFine	 ﾠArt	 ﾠand	 ﾠbegan	 ﾠhis	 ﾠwork	 ﾠwith	 ﾠa	 ﾠ
theme	 ﾠof	 ﾠmore	 ﾠovert	 ﾠsocial	 ﾠcriticism	 ﾠjuxtaposing	 ﾠissues	 ﾠof	 ﾠwealth,	 ﾠsexuality	 ﾠand	 ﾠ
apathy.	 ﾠThere	 ﾠis	 ﾠsome	 ﾠdebate	 ﾠas	 ﾠto	 ﾠthe	 ﾠexact	 ﾠtiming	 ﾠof	 ﾠDix	 ﾠstarting	 ﾠwork	 ﾠat	 ﾠthe	 ﾠ
Academy,	 ﾠ for	 ﾠ instance	 ﾠ Van	 ﾠ Dyke	 ﾠ (2009,	 ﾠ p.39)	 ﾠ suggests	 ﾠ Dix	 ﾠ commenced	 ﾠ his	 ﾠ
Professorial	 ﾠrole	 ﾠin	 ﾠ1927.	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠperiod	 ﾠevidences	 ﾠa	 ﾠchange	 ﾠin	 ﾠDix’s	 ﾠartwork	 ﾠand	 ﾠthe	 ﾠeducational	 ﾠmessages	 ﾠ
contained	 ﾠtherein;	 ﾠthe	 ﾠartist	 ﾠwho	 ﾠwas	 ﾠonce	 ﾠperhaps	 ﾠdiscernable,	 ﾠas	 ﾠa	 ﾠdiscreet	 ﾠ
social	 ﾠcritic	 ﾠhad	 ﾠbecome	 ﾠmore	 ﾠovertly	 ﾠsocially	 ﾠcritical.	 ﾠOn	 ﾠlooking	 ﾠback	 ﾠat	 ﾠhis	 ﾠlife	 ﾠ
in	 ﾠ1964	 ﾠthe	 ﾠartist	 ﾠconfirmed	 ﾠhow	 ﾠhis	 ﾠtime	 ﾠas	 ﾠprofessor	 ﾠmarked	 ﾠa	 ﾠpeak	 ﾠin	 ﾠhis	 ﾠlife	 ﾠ
because	 ﾠhe	 ﾠhad	 ﾠbecome	 ﾠpart	 ﾠof	 ﾠthe	 ﾠDresden	 ﾠsocial	 ﾠelite,	 ﾠperhaps	 ﾠthis	 ﾠtoo	 ﾠexplains	 ﾠ
his	 ﾠ later	 ﾠ overt	 ﾠ social	 ﾠ criticality;	 ﾠ for	 ﾠ the	 ﾠ elite	 ﾠ to	 ﾠ criticise	 ﾠ themselves	 ﾠ would	 ﾠ be	 ﾠ
classed	 ﾠas	 ﾠmere	 ﾠreflection	 ﾠbut	 ﾠfor	 ﾠthe	 ﾠproletarian	 ﾠto	 ﾠcriticise	 ﾠthe	 ﾠbourgeois	 ﾠwas	 ﾠ
anarchic	 ﾠand	 ﾠa	 ﾠdirect	 ﾠchallenge	 ﾠto	 ﾠauthority.	 ﾠIn	 ﾠthis	 ﾠstudy	 ﾠit	 ﾠis	 ﾠpostulated	 ﾠthat	 ﾠthe	 ﾠ
change	 ﾠ in	 ﾠ the	 ﾠ social	 ﾠ critique	 ﾠ in	 ﾠ Dix’s	 ﾠ artwork	 ﾠ carried	 ﾠ more	 ﾠ overt	 ﾠ educational	 ﾠ
messages	 ﾠ that	 ﾠ can	 ﾠ be	 ﾠ attributed	 ﾠ to	 ﾠ the	 ﾠ relocation	 ﾠ of	 ﾠ the	 ﾠ artist	 ﾠ from	 ﾠ the	 ﾠ
field/paradigm	 ﾠof	 ﾠartistic	 ﾠproduction	 ﾠto	 ﾠcreative	 ﾠproduction.	 ﾠThis	 ﾠwas	 ﾠby	 ﾠreason	 ﾠ
of	 ﾠhis	 ﾠnewly	 ﾠacquired	 ﾠability	 ﾠto	 ﾠfend	 ﾠoff	 ﾠcommercial	 ﾠand	 ﾠpolitical,	 ﾠamongst	 ﾠother,	 ﾠ
influences	 ﾠon	 ﾠhimself	 ﾠand	 ﾠhis	 ﾠwork.	 ﾠThere	 ﾠcan	 ﾠbe	 ﾠno	 ﾠdoubt	 ﾠthat	 ﾠthis	 ﾠmay	 ﾠwell	 ﾠ
have	 ﾠ contributed	 ﾠ to	 ﾠ Dix,	 ﾠ at	 ﾠ this	 ﾠ stage,	 ﾠ ending	 ﾠ his	 ﾠ restrictive	 ﾠ contract	 ﾠ with	 ﾠ
Nierendorf.	 ﾠ The	 ﾠ agreement	 ﾠ between	 ﾠ Nierendorf	 ﾠ and	 ﾠ Dix	 ﾠ gave	 ﾠ the	 ﾠ former	 ﾠ first	 ﾠ
refusal	 ﾠon	 ﾠpurchase	 ﾠof	 ﾠall	 ﾠartwork	 ﾠthat	 ﾠhe	 ﾠproduced,	 ﾠand	 ﾠthose	 ﾠthat	 ﾠhe	 ﾠdeemed	 ﾠ
unfit	 ﾠfor	 ﾠhis	 ﾠcliental	 ﾠthe	 ﾠartist	 ﾠcould	 ﾠdispose	 ﾠof	 ﾠhis	 ﾠown	 ﾠaccord	 ﾠbut	 ﾠonly	 ﾠfor	 ﾠa	 ﾠprice	 ﾠ
that	 ﾠ is	 ﾠ fifty-ﾭ‐percent	 ﾠ greater	 ﾠ than	 ﾠ that	 ﾠ which	 ﾠ Nierendorf	 ﾠ was	 ﾠ to	 ﾠ pay	 ﾠ (Gutbrod	 ﾠ
2010,	 ﾠp.49).	 ﾠIt	 ﾠis	 ﾠobvious	 ﾠthat	 ﾠthis	 ﾠcontractual	 ﾠagreement	 ﾠwas	 ﾠheavily	 ﾠweighted	 ﾠin	 ﾠ	 ﾠ 177	 ﾠ
favour	 ﾠof	 ﾠNierendorf	 ﾠwho	 ﾠhad	 ﾠas	 ﾠhis	 ﾠfocus	 ﾠthe	 ﾠprotection	 ﾠof	 ﾠhis	 ﾠown	 ﾠfinancial	 ﾠ
interests	 ﾠrather	 ﾠthan	 ﾠthose	 ﾠof	 ﾠDix’s	 ﾠartistic	 ﾠand	 ﾠcreative	 ﾠself.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ agreement	 ﾠ ensured	 ﾠ that	 ﾠ Nierendorf’s	 ﾠ inventory	 ﾠ included	 ﾠ market-ﾭ‐focused	 ﾠ
artworks	 ﾠmost	 ﾠlikely	 ﾠto	 ﾠfetch	 ﾠmore	 ﾠthan	 ﾠreasonable	 ﾠprices	 ﾠand	 ﾠthat	 ﾠthe	 ﾠresidual	 ﾠ
works	 ﾠreturned	 ﾠto	 ﾠDix	 ﾠwere	 ﾠnot	 ﾠgenerally	 ﾠsaleable	 ﾠdue	 ﾠto	 ﾠthe	 ﾠrequirement	 ﾠto	 ﾠsell	 ﾠ
them	 ﾠ at	 ﾠ an	 ﾠ increased	 ﾠ price.	 ﾠ Furthermore,	 ﾠ this	 ﾠ gave	 ﾠ Nierendorf	 ﾠ the	 ﾠ power	 ﾠ to	 ﾠ
perhaps	 ﾠdictate	 ﾠthe	 ﾠwork	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠproducing.	 ﾠThus,	 ﾠonce	 ﾠhe	 ﾠcommenced	 ﾠhis	 ﾠ
Professorial	 ﾠrole	 ﾠDix	 ﾠterminated	 ﾠthe	 ﾠcontract.	 ﾠHence,	 ﾠit	 ﾠis	 ﾠclear	 ﾠthat	 ﾠthis	 ﾠperiod	 ﾠin	 ﾠ
Dix’s	 ﾠlife	 ﾠwas	 ﾠone	 ﾠin	 ﾠwhich	 ﾠhe	 ﾠhad	 ﾠlittle	 ﾠcontrol	 ﾠover	 ﾠwhat	 ﾠhe	 ﾠproduced	 ﾠand	 ﾠthus	 ﾠ
prior	 ﾠto	 ﾠ1926	 ﾠhe	 ﾠremained	 ﾠsolidly	 ﾠin	 ﾠthe	 ﾠfield/paradigm	 ﾠof	 ﾠartistic	 ﾠproduction,	 ﾠ
rather	 ﾠ than	 ﾠ creative	 ﾠ production.	 ﾠ This	 ﾠ contention	 ﾠ is	 ﾠ supported	 ﾠ by	 ﾠ the	 ﾠ discreet	 ﾠ
removal	 ﾠ (see	 ﾠ generally	 ﾠ Van	 ﾠ Dyke	 ﾠ 2009,	 ﾠ p.60	 ﾠ –	 ﾠ 62)	 ﾠ of	 ﾠ Dix’s	 ﾠ Streetbattle	 ﾠ from	 ﾠ
exhibition	 ﾠin	 ﾠDüsseldorf.	 ﾠIt	 ﾠwas	 ﾠas	 ﾠthough	 ﾠthe	 ﾠ‘artist’	 ﾠhad	 ﾠbecome	 ﾠunrecognisable	 ﾠ
through	 ﾠ his	 ﾠ own	 ﾠ market-ﾭ‐orientated	 ﾠ and	 ﾠ distinguishable	 ﾠ style,	 ﾠ something	 ﾠ from	 ﾠ
which	 ﾠhe	 ﾠwould	 ﾠlater	 ﾠstruggle	 ﾠto	 ﾠbreak	 ﾠfree.	 ﾠ	 ﾠ
	 ﾠ
Van	 ﾠ Dyke	 ﾠ (2009,	 ﾠ p.47)	 ﾠ argues	 ﾠ that	 ﾠ it	 ﾠ is	 ﾠ apparent	 ﾠ from	 ﾠ the	 ﾠ artworks	 ﾠ that	 ﾠ he	 ﾠ
subsequently	 ﾠ produced	 ﾠ (see	 ﾠ appendix	 ﾠ one	 ﾠ figure	 ﾠ 31)	 ﾠ that	 ﾠ at	 ﾠ this	 ﾠ point	 ﾠ Dix	 ﾠ
becomes	 ﾠan	 ﾠacademic	 ﾠDadaist	 ﾠwho	 ﾠsought	 ﾠto	 ﾠdistinguish	 ﾠhimself	 ﾠin	 ﾠthe	 ﾠartistic	 ﾠ
field	 ﾠfrom	 ﾠthe	 ﾠAcademy’s	 ﾠbourgeoisie	 ﾠculture.	 ﾠThere	 ﾠare	 ﾠa	 ﾠnumber	 ﾠof	 ﾠalternative	 ﾠ
explanations	 ﾠfor	 ﾠthe	 ﾠsame.	 ﾠBy	 ﾠthis	 ﾠtime	 ﾠCarl	 ﾠEinstein,	 ﾠwho	 ﾠhad	 ﾠpreviously	 ﾠbeen	 ﾠa	 ﾠ
protagonist	 ﾠof	 ﾠDix’s	 ﾠartwork,	 ﾠnoted	 ﾠin	 ﾠDie	 ﾠKunst	 ﾠdes	 ﾠ20.	 ﾠJahrhunderts	 ﾠ(Art	 ﾠof	 ﾠthe	 ﾠ
Twentieth	 ﾠCentury)	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠist	 ﾠder	 ﾠSohn	 ﾠdes	 ﾠKreiges	 ﾠund	 ﾠvergeblicher	 ﾠRevolte,	 ﾠentschlossen,	 ﾠnicht	 ﾠ
allzu	 ﾠrasch	 ﾠzu	 ﾠvergessen;	 ﾠer	 ﾠwagt	 ﾠzeitsachlichen	 ﾠKitsch,	 ﾠdoch	 ﾠMalerei	 ﾠ
kann	 ﾠ sich	 ﾠ daran	 ﾠ selber	 ﾠ leicht	 ﾠ banal	 ﾠ erweisen;	 ﾠ man	 ﾠ vertraut	 ﾠ zu	 ﾠ sehr	 ﾠ
erregendem	 ﾠMotiv	 ﾠ(Einstein	 ﾠ1926,	 ﾠp.156).	 ﾠTranslated;	 ﾠDix	 ﾠis	 ﾠthe	 ﾠson	 ﾠof	 ﾠ
war	 ﾠand	 ﾠfutile	 ﾠrebellion,	 ﾠdetermined	 ﾠnot	 ﾠto	 ﾠforget	 ﾠtoo	 ﾠquickly;	 ﾠhe	 ﾠdares	 ﾠ
objective	 ﾠkitsch,	 ﾠyet	 ﾠsuch	 ﾠpainting	 ﾠall	 ﾠtoo	 ﾠquickly	 ﾠproves	 ﾠitself	 ﾠto	 ﾠbe	 ﾠ
banal;	 ﾠ placing	 ﾠ too	 ﾠ much	 ﾠ faith	 ﾠ in	 ﾠ the	 ﾠ familiar	 ﾠ interesting	 ﾠ and	 ﾠ
provocative	 ﾠmotif.	 ﾠ	 ﾠ	 ﾠ 178	 ﾠ
	 ﾠ
Einstein	 ﾠ classifies	 ﾠ Dix	 ﾠ as	 ﾠ an	 ﾠ artist	 ﾠ who	 ﾠ paints	 ﾠ the	 ﾠ kitsch,	 ﾠ the	 ﾠ allegorical	 ﾠ and	 ﾠ
reportage	 ﾠ (Van	 ﾠ Dyke	 ﾠ (2009,	 ﾠ p.54)	 ﾠ however	 ﾠ this	 ﾠ simply	 ﾠ highlights	 ﾠ how	 ﾠ the	 ﾠ
provocative,	 ﾠa	 ﾠfamiliar	 ﾠterritory	 ﾠfor	 ﾠDix,	 ﾠhad	 ﾠbecome	 ﾠout-ﾭ‐dated	 ﾠand	 ﾠwas	 ﾠno	 ﾠlonger	 ﾠ
regarded	 ﾠas	 ﾠbeing	 ﾠavant-ﾭ‐garde.	 ﾠThis	 ﾠwas	 ﾠnow	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠthe	 ﾠproduction	 ﾠof	 ﾠ
art	 ﾠ for	 ﾠ personal	 ﾠ consecration.	 ﾠ Fleckner	 ﾠ (2006,	 ﾠ pp.149	 ﾠ –	 ﾠ 156)	 ﾠ provides	 ﾠ some	 ﾠ
evidence	 ﾠfor	 ﾠthis	 ﾠas	 ﾠhe	 ﾠargues	 ﾠfrom	 ﾠ1923	 ﾠonwards	 ﾠEinstein	 ﾠconsidered	 ﾠthat	 ﾠonly	 ﾠ
the	 ﾠ movements	 ﾠ of	 ﾠ Cubism	 ﾠ and	 ﾠ Surrealism	 ﾠ were	 ﾠ avant	 ﾠ garde.	 ﾠ Cubism	 ﾠ was	 ﾠ a	 ﾠ
twentieth-ﾭ‐century	 ﾠart	 ﾠmovement	 ﾠfounded	 ﾠby,	 ﾠamongst	 ﾠothers,	 ﾠPaul	 ﾠCézanne,	 ﾠPaul	 ﾠ
Gauguin,	 ﾠPablo	 ﾠPicasso	 ﾠand	 ﾠGeorges	 ﾠBraque.	 ﾠCubist	 ﾠworks	 ﾠdisassemble	 ﾠobjects	 ﾠ
that	 ﾠare	 ﾠthen	 ﾠreassembled	 ﾠin	 ﾠabstract	 ﾠform	 ﾠso	 ﾠthat	 ﾠthe	 ﾠobject	 ﾠis	 ﾠdepicted	 ﾠfrom	 ﾠa	 ﾠ
variety	 ﾠ of	 ﾠ viewpoints	 ﾠ (see	 ﾠ generally	 ﾠ Cooper	 ﾠ 1995	 ﾠ on	 ﾠ the	 ﾠ Cubist	 ﾠ Epoch).	 ﾠ Both	 ﾠ
these	 ﾠmovements	 ﾠwere	 ﾠmaking	 ﾠan	 ﾠimportant	 ﾠcontribution	 ﾠto	 ﾠtwentieth-ﾭ‐century	 ﾠ
art.	 ﾠEinstein	 ﾠand	 ﾠVan	 ﾠDyke	 ﾠfail	 ﾠto	 ﾠrecognise,	 ﾠor	 ﾠperhaps	 ﾠacknowledge	 ﾠwhere	 ﾠat	 ﾠ
least	 ﾠthe	 ﾠlatter	 ﾠis	 ﾠconcerned,	 ﾠDix’s	 ﾠfears	 ﾠregarding	 ﾠa	 ﾠpossible	 ﾠrepetition	 ﾠof	 ﾠthe	 ﾠ
First	 ﾠWorld	 ﾠWar	 ﾠthat	 ﾠcentred	 ﾠon	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠto	 ﾠhim	 ﾠit	 ﾠseemed	 ﾠthat	 ﾠthe	 ﾠwar	 ﾠwas	 ﾠ
being	 ﾠforgotten.	 ﾠFrom	 ﾠa	 ﾠcultural	 ﾠand	 ﾠpolitical	 ﾠperspective	 ﾠperhaps	 ﾠDix	 ﾠsensed	 ﾠa	 ﾠ
familiarity	 ﾠto	 ﾠthe	 ﾠlead	 ﾠup	 ﾠto	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar.	 ﾠIt	 ﾠis	 ﾠtherefore	 ﾠexplicable	 ﾠthat	 ﾠhe	 ﾠ
painted	 ﾠsuch	 ﾠartworks	 ﾠwith	 ﾠthe	 ﾠpremise	 ﾠof	 ﾠreminding	 ﾠGermany	 ﾠof	 ﾠthe	 ﾠpast,	 ﾠand	 ﾠ
not	 ﾠfor	 ﾠthe	 ﾠpurposes	 ﾠof	 ﾠproducing	 ﾠartwork	 ﾠthat	 ﾠwas	 ﾠprovocative	 ﾠor	 ﾠsensationally	 ﾠ
kitsch.	 ﾠThe	 ﾠartist	 ﾠcommented	 ﾠin	 ﾠrelation	 ﾠto	 ﾠDer	 ﾠKrieg	 ﾠ(The	 ﾠWar)	 ﾠ(see	 ﾠappendix	 ﾠ
one,	 ﾠfigure	 ﾠ42),	 ﾠwhich	 ﾠalthough	 ﾠdiscussed	 ﾠlater	 ﾠ(see	 ﾠsupra	 ﾠp.177)	 ﾠevidences	 ﾠthis,	 ﾠ
Dix	 ﾠstates	 ﾠin	 ﾠconversation	 ﾠwith	 ﾠKarl-ﾭ‐Heinz	 ﾠHagen	 ﾠin	 ﾠ1964	 ﾠ	 ﾠ
	 ﾠ
when	 ﾠpainting	 ﾠthe	 ﾠtriptych,	 ﾠit	 ﾠwas	 ﾠ…	 ﾠnot	 ﾠmy	 ﾠintention	 ﾠto	 ﾠstrike	 ﾠfear	 ﾠin	 ﾠ
the	 ﾠviewer.	 ﾠI	 ﾠpainted	 ﾠit	 ﾠten	 ﾠyears	 ﾠafter	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar.	 ﾠI	 ﾠhad	 ﾠ…	 ﾠ
[already	 ﾠproduced]	 ﾠmany	 ﾠstudies	 ﾠthat	 ﾠcame	 ﾠto	 ﾠterms	 ﾠartistically	 ﾠwith	 ﾠ
the	 ﾠexperience	 ﾠof	 ﾠwar.	 ﾠIn	 ﾠ1928	 ﾠI	 ﾠfelt	 ﾠready	 ﾠ[to	 ﾠpaint]	 ﾠ…	 ﾠa	 ﾠtheme	 ﾠthat	 ﾠ
had	 ﾠoccupied	 ﾠme	 ﾠfor	 ﾠseveral	 ﾠyears.	 ﾠDuring	 ﾠ[this	 ﾠperiod]	 ﾠ…	 ﾠmany	 ﾠbooks	 ﾠ
published	 ﾠ during	 ﾠ the	 ﾠ Weimar	 ﾠ Republic	 ﾠ were	 ﾠ once	 ﾠ again	 ﾠ spreading	 ﾠ
propaganda	 ﾠunimpeded	 ﾠfor	 ﾠheroism	 ﾠand	 ﾠa	 ﾠconcept	 ﾠof	 ﾠthe	 ﾠhero	 ﾠthat	 ﾠ
had	 ﾠlong	 ﾠsince	 ﾠbeen	 ﾠreduced	 ﾠto	 ﾠthe	 ﾠabsurd	 ﾠin	 ﾠthe	 ﾠtrenches	 ﾠof	 ﾠthe	 ﾠFirst	 ﾠ
World	 ﾠWar.	 ﾠPeople	 ﾠhad	 ﾠalready	 ﾠbegun	 ﾠto	 ﾠforget	 ﾠthe	 ﾠterrible	 ﾠsuffering	 ﾠ	 ﾠ 179	 ﾠ
the	 ﾠwar	 ﾠhad	 ﾠimposed	 ﾠon	 ﾠthem.	 ﾠThe	 ﾠtriptych	 ﾠresulted	 ﾠfrom	 ﾠthat	 ﾠ…	 ﾠI	 ﾠ
simply	 ﾠwanted	 ﾠto	 ﾠ[objectively	 ﾠsummarise]	 ﾠ…	 ﾠalmost	 ﾠlike	 ﾠreportage,	 ﾠmy	 ﾠ
own	 ﾠexperiences	 ﾠfrom	 ﾠ1914	 ﾠ–	 ﾠ1918	 ﾠand	 ﾠto	 ﾠdemonstrate	 ﾠthat	 ﾠgenuine	 ﾠ
heroism	 ﾠlies	 ﾠin	 ﾠovercoming	 ﾠsenseless	 ﾠdeath	 ﾠ…	 ﾠ[I	 ﾠwanted	 ﾠto]	 ﾠconvey	 ﾠ
knowledge	 ﾠabout	 ﾠthe	 ﾠawfulness	 ﾠof	 ﾠwar	 ﾠand	 ﾠthus	 ﾠarouse	 ﾠthe	 ﾠforces	 ﾠof	 ﾠ
defense	 ﾠ(Hagen	 ﾠ1964;	 ﾠSchmidt	 ﾠ1981,	 ﾠpp.224	 ﾠ–	 ﾠ246).	 ﾠ	 ﾠ
	 ﾠ
Paul	 ﾠ Ferdinand	 ﾠ Schmidt	 ﾠ (Director	 ﾠ of	 ﾠ Municipal	 ﾠ Collections	 ﾠ at	 ﾠ the	 ﾠ Städtische	 ﾠ
Galerie	 ﾠDresden)	 ﾠobserved	 ﾠthat	 ﾠDix	 ﾠwas	 ﾠGermany’s	 ﾠrepresentative	 ﾠpainter	 ﾠ(Peters	 ﾠ
2010,	 ﾠp.13).	 ﾠRecorded	 ﾠinstances	 ﾠin	 ﾠwhich	 ﾠDix	 ﾠanalyses	 ﾠhis	 ﾠown	 ﾠwork	 ﾠare	 ﾠrare	 ﾠbut	 ﾠ
very	 ﾠinformative;	 ﾠone	 ﾠnotable	 ﾠinstance	 ﾠin	 ﾠwhich	 ﾠDix	 ﾠprovides	 ﾠa	 ﾠreal	 ﾠinsight	 ﾠinto	 ﾠ
the	 ﾠeducative	 ﾠthought	 ﾠunderpinning	 ﾠhis	 ﾠwork	 ﾠhe	 ﾠstates	 ﾠ	 ﾠ
	 ﾠ
the	 ﾠinnovative	 ﾠaspect	 ﾠof	 ﾠpainting	 ﾠlies	 ﾠin	 ﾠthe	 ﾠbroadening	 ﾠof	 ﾠthe	 ﾠsubject	 ﾠ
area	 ﾠ …	 ﾠ heightening	 ﾠ …	 ﾠ the	 ﾠ forms	 ﾠ of	 ﾠ expression	 ﾠ that	 ﾠ are	 ﾠ in	 ﾠ essence	 ﾠ
already	 ﾠfound	 ﾠin	 ﾠthe	 ﾠOld	 ﾠMasters	 ﾠ…	 ﾠfor	 ﾠme	 ﾠ…	 ﾠthe	 ﾠobject	 ﾠis	 ﾠprimary,	 ﾠand	 ﾠ
the	 ﾠform	 ﾠis	 ﾠshaped	 ﾠby	 ﾠthe	 ﾠobject.	 ﾠFor	 ﾠthat	 ﾠreason,	 ﾠit	 ﾠhas	 ﾠalways	 ﾠbeen	 ﾠa	 ﾠ
question	 ﾠof	 ﾠextreme	 ﾠimportance	 ﾠwhether	 ﾠI	 ﾠget	 ﾠas	 ﾠclose	 ﾠas	 ﾠpossible	 ﾠto	 ﾠ
the	 ﾠthing	 ﾠI	 ﾠsee,	 ﾠfor	 ﾠthe	 ﾠwhat	 ﾠis	 ﾠmore	 ﾠimportant	 ﾠthan	 ﾠthe	 ﾠhow!	 ﾠThe	 ﾠhow	 ﾠ
only	 ﾠdevelops	 ﾠout	 ﾠof	 ﾠthe	 ﾠwhat!	 ﾠ(Dix	 ﾠ1927).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠDämonie	 ﾠder	 ﾠSatire	 ﾠ(The	 ﾠDemonic	 ﾠPower	 ﾠof	 ﾠSatire)	 ﾠpublished	 ﾠin	 ﾠDas	 ﾠKunstblatt	 ﾠ
(1927)	 ﾠ the	 ﾠ art	 ﾠ critic	 ﾠ Ernst	 ﾠ Kàllai,	 ﾠ a	 ﾠ Hungarian	 ﾠ expatriate	 ﾠ associated	 ﾠ with	 ﾠ
politicised	 ﾠBauhaus	 ﾠin	 ﾠDessau	 ﾠ(see	 ﾠVan	 ﾠDyke	 ﾠ2009,	 ﾠp.53),	 ﾠidentified	 ﾠambivalence	 ﾠ
(the	 ﾠsimultaneous	 ﾠdesire	 ﾠto	 ﾠdo	 ﾠor	 ﾠsay	 ﾠtwo	 ﾠthings)	 ﾠin	 ﾠDix’s	 ﾠwar	 ﾠpaintings	 ﾠstating	 ﾠ
that	 ﾠ	 ﾠ
	 ﾠ
defending	 ﾠ against	 ﾠ the	 ﾠ awfulness	 ﾠ is	 ﾠ practiced	 ﾠ with	 ﾠ a	 ﾠ 	 ﾠ pathos-ﾭ‐laden	 ﾠ
ceremony	 ﾠof	 ﾠevoking	 ﾠprecisely	 ﾠthis	 ﾠawfulness,	 ﾠwhich	 ﾠultimately	 ﾠleaves	 ﾠ
entirely	 ﾠopen	 ﾠthe	 ﾠquestion	 ﾠwhether	 ﾠit	 ﾠconstitutes	 ﾠa	 ﾠrejection	 ﾠor	 ﾠa	 ﾠcult?	 ﾠ
(1927,	 ﾠ97	 ﾠ	 ﾠ-ﾭ‐	 ﾠ104).	 ﾠ	 ﾠ
	 ﾠ	 ﾠ 180	 ﾠ
Kàllai	 ﾠquestions,	 ﾠfrom	 ﾠa	 ﾠviewer’s	 ﾠperspective,	 ﾠthe	 ﾠfascination	 ﾠand	 ﾠrejection	 ﾠof	 ﾠthe	 ﾠ
reality	 ﾠof	 ﾠwar	 ﾠDix	 ﾠsought	 ﾠto	 ﾠpresent.	 ﾠPerhaps	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠgrappling	 ﾠwith	 ﾠtwo	 ﾠ
sides	 ﾠ of	 ﾠ his	 ﾠ own	 ﾠ self.	 ﾠ Kàllai	 ﾠ also	 ﾠ argued	 ﾠ that	 ﾠ Dix	 ﾠ was	 ﾠ a	 ﾠ slave	 ﾠ to	 ﾠ horror	 ﾠ and	 ﾠ
destruction	 ﾠ (see	 ﾠ also	 ﾠ Van	 ﾠ Dyke	 ﾠ 2009,	 ﾠ p.55)	 ﾠ and	 ﾠ that	 ﾠ such	 ﾠ satire	 ﾠ was	 ﾠ
simultaneously	 ﾠ rejection	 ﾠ coupled	 ﾠ with	 ﾠ deep	 ﾠ attraction	 ﾠ (1927,	 ﾠ p.102).	 ﾠ Kàllai	 ﾠ
argued	 ﾠthat	 ﾠDix’s	 ﾠwork	 ﾠwas	 ﾠapolitical	 ﾠand	 ﾠstated	 ﾠthat	 ﾠthe	 ﾠartwork	 ﾠ	 ﾠ
	 ﾠ
[showed]	 ﾠ the	 ﾠ whole	 ﾠ repulsiveness	 ﾠ of	 ﾠ [the	 ﾠ things	 ﾠ Dix	 ﾠ hated]	 ﾠ …	 ﾠ
[revealing]	 ﾠ the	 ﾠ dark	 ﾠ side	 ﾠ of	 ﾠ human	 ﾠ life	 ﾠ as	 ﾠ a	 ﾠ power	 ﾠ that	 ﾠ is	 ﾠ just	 ﾠ as	 ﾠ
essential	 ﾠas	 ﾠthe	 ﾠlight	 ﾠ(1927,	 ﾠp.104).	 ﾠ
	 ﾠ
In	 ﾠhis	 ﾠwords,	 ﾠDix	 ﾠcloaked	 ﾠhis	 ﾠmessage	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠthe	 ﾠdisgusting	 ﾠor	 ﾠabsurd,	 ﾠthe	 ﾠ
aesthetically	 ﾠ unpleasing	 ﾠ to	 ﾠ achieve	 ﾠ an	 ﾠ objective	 ﾠ (motiveless	 ﾠ and	 ﾠ timeless)	 ﾠ
validity,	 ﾠthe	 ﾠresult	 ﾠof	 ﾠwhich	 ﾠis	 ﾠpure	 ﾠart.	 ﾠSome	 ﾠrecognition	 ﾠshould	 ﾠalso	 ﾠbe	 ﾠgiven	 ﾠto	 ﾠ
the	 ﾠfact	 ﾠthat	 ﾠthese	 ﾠdepictorially	 ﾠfantastic	 ﾠartworks	 ﾠevidence	 ﾠa	 ﾠconflict	 ﾠin	 ﾠDix’s	 ﾠ
educative	 ﾠthought	 ﾠnamely	 ﾠto	 ﾠexpose	 ﾠthe	 ﾠfragility	 ﾠof	 ﾠman	 ﾠthrough	 ﾠthe	 ﾠbeauty	 ﾠof	 ﾠ
war	 ﾠin	 ﾠits	 ﾠmost	 ﾠheinous	 ﾠform.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ largest	 ﾠ retrospective	 ﾠ of	 ﾠ Dix’s	 ﾠ work,	 ﾠ during	 ﾠ Germany’s	 ﾠ Weimar	 ﾠ Republic	 ﾠ
period,	 ﾠtook	 ﾠplace	 ﾠin	 ﾠ1926	 ﾠat	 ﾠthe	 ﾠNierendorf	 ﾠGallery	 ﾠin	 ﾠBerlin.	 ﾠThe	 ﾠeffect	 ﾠof	 ﾠthe	 ﾠ
exhibition	 ﾠwas	 ﾠto	 ﾠhighlight	 ﾠand	 ﾠunderscore	 ﾠmany	 ﾠof	 ﾠthe	 ﾠartist’s	 ﾠworks	 ﾠadding	 ﾠto	 ﾠ
his	 ﾠnotoriety.	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠportrait	 ﾠBildnis	 ﾠder	 ﾠJournalistin	 ﾠSylvia	 ﾠvon	 ﾠHarden	 ﾠ(Portrait	 ﾠof	 ﾠthe	 ﾠJournalist	 ﾠ
Sylvia	 ﾠ von	 ﾠ Harden)	 ﾠ (1926)	 ﾠ (see	 ﾠ appendix	 ﾠ one,	 ﾠ figure	 ﾠ 43)	 ﾠ that	 ﾠ now	 ﾠ rests	 ﾠ as	 ﾠ a	 ﾠ
centrepiece	 ﾠat	 ﾠthe	 ﾠMusée	 ﾠNational	 ﾠd'Art	 ﾠModerne,	 ﾠCentre	 ﾠGeorges	 ﾠPompidou	 ﾠin	 ﾠ
Paris	 ﾠis	 ﾠone	 ﾠof	 ﾠthe	 ﾠartist’s	 ﾠmost	 ﾠdistinguished	 ﾠpieces	 ﾠof	 ﾠartwork.	 ﾠLike	 ﾠthe	 ﾠportrait	 ﾠ
of	 ﾠthe	 ﾠGerman	 ﾠdancer	 ﾠAnita	 ﾠBerber	 ﾠin	 ﾠ1925	 ﾠ(see	 ﾠsupra	 ﾠp.168)	 ﾠthis	 ﾠis	 ﾠone	 ﾠof	 ﾠmy	 ﾠ
favourite	 ﾠOtto	 ﾠDix	 ﾠpieces.	 ﾠSylvia	 ﾠvon	 ﾠHarden	 ﾠ(1894	 ﾠ–	 ﾠ1963)	 ﾠwas	 ﾠa	 ﾠjournalist	 ﾠand	 ﾠ
poet	 ﾠwho	 ﾠwas	 ﾠoriginally	 ﾠborn	 ﾠSylvia	 ﾠLehr	 ﾠin	 ﾠHamburg,	 ﾠshe	 ﾠchanged	 ﾠher	 ﾠname	 ﾠin	 ﾠa	 ﾠ
bid	 ﾠ for	 ﾠ aristocracy	 ﾠ (West	 ﾠ 2000,	 ﾠ p.166),	 ﾠ and	 ﾠ lived	 ﾠ from	 ﾠ 1915	 ﾠ –	 ﾠ 1923	 ﾠ with	 ﾠ
Ferdinand	 ﾠ Hartkopf	 ﾠ and	 ﾠ her	 ﾠ son.	 ﾠ She	 ﾠ left	 ﾠ Germany	 ﾠ for	 ﾠ self-ﾭ‐imposed	 ﾠ exile	 ﾠ to	 ﾠ
England	 ﾠin	 ﾠ1933,	 ﾠVon	 ﾠHarden	 ﾠdied	 ﾠin	 ﾠCoxley	 ﾠGreen	 ﾠin	 ﾠ1963.	 ﾠ	 ﾠ	 ﾠ 181	 ﾠ
	 ﾠ
Dix	 ﾠ first	 ﾠ decided	 ﾠ to	 ﾠ paint	 ﾠ Von	 ﾠ Harden	 ﾠ when	 ﾠ he	 ﾠ met	 ﾠ her	 ﾠ in	 ﾠ the	 ﾠ street	 ﾠ and	 ﾠ
exclaimed	 ﾠ(see	 ﾠMichalski	 ﾠ1994,	 ﾠp.56)	 ﾠ
	 ﾠ
I	 ﾠmust	 ﾠpaint	 ﾠyou!	 ﾠI	 ﾠsimply	 ﾠmust!	 ﾠ…	 ﾠYou	 ﾠare	 ﾠrepresentative	 ﾠof	 ﾠan	 ﾠentire	 ﾠ
epoch!	 ﾠ	 ﾠ
	 ﾠ
To	 ﾠwhich	 ﾠVon	 ﾠHarden	 ﾠreplied	 ﾠ	 ﾠ
	 ﾠ
So,	 ﾠyou	 ﾠwant	 ﾠto	 ﾠpaint	 ﾠmy	 ﾠlackluster	 ﾠeyes,	 ﾠmy	 ﾠornate	 ﾠears,	 ﾠmy	 ﾠlong	 ﾠ
nose,	 ﾠmy	 ﾠthin	 ﾠlips;	 ﾠyou	 ﾠwant	 ﾠto	 ﾠpaint	 ﾠmy	 ﾠlong	 ﾠhands,	 ﾠmy	 ﾠshort	 ﾠ
legs,	 ﾠmy	 ﾠbig	 ﾠfeet	 ﾠ–	 ﾠthings	 ﾠwhich	 ﾠcan	 ﾠonly	 ﾠscare	 ﾠpeople	 ﾠoff	 ﾠand	 ﾠ
delight	 ﾠno-ﾭ‐one?	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠreplied	 ﾠto	 ﾠthis	 ﾠstating	 ﾠ	 ﾠ
	 ﾠ
You	 ﾠhave	 ﾠbrilliantly	 ﾠcharacterised	 ﾠyourself,	 ﾠand	 ﾠall	 ﾠthat	 ﾠwill	 ﾠlead	 ﾠ
to	 ﾠa	 ﾠportrait	 ﾠrepresentative	 ﾠof	 ﾠan	 ﾠepoch	 ﾠconcerned	 ﾠnot	 ﾠwith	 ﾠthe	 ﾠ
outward	 ﾠbeauty	 ﾠof	 ﾠa	 ﾠwoman	 ﾠbut	 ﾠrather	 ﾠwith	 ﾠher	 ﾠpsychological	 ﾠ
condition.	 ﾠ	 ﾠ
	 ﾠ
What	 ﾠDix	 ﾠwas	 ﾠreferring	 ﾠto	 ﾠhere	 ﾠwas	 ﾠthe	 ﾠconstant	 ﾠqualities	 ﾠin	 ﾠa	 ﾠhigher	 ﾠstate	 ﾠof	 ﾠ
being	 ﾠ even	 ﾠ though	 ﾠ the	 ﾠ state	 ﾠ itself	 ﾠ may	 ﾠ have	 ﾠ been	 ﾠ manically	 ﾠ dynamic.	 ﾠ The	 ﾠ
education	 ﾠin	 ﾠhis	 ﾠmessage	 ﾠalso	 ﾠlies	 ﾠhere;	 ﾠto	 ﾠDix	 ﾠshe	 ﾠrepresented	 ﾠan	 ﾠexample	 ﾠof	 ﾠa	 ﾠ
collective	 ﾠ commonality	 ﾠ and	 ﾠ dynamism,	 ﾠ the	 ﾠ emancipation,	 ﾠ identity	 ﾠ and	 ﾠ
philosophy	 ﾠof	 ﾠan	 ﾠentire	 ﾠrace	 ﾠthat	 ﾠcould	 ﾠbe	 ﾠmeasured	 ﾠby	 ﾠreason	 ﾠof	 ﾠhow	 ﾠit	 ﾠtreated	 ﾠ
its	 ﾠcitizens	 ﾠ(or	 ﾠperhaps	 ﾠmore	 ﾠspecifically	 ﾠits	 ﾠwomen).	 ﾠIt	 ﾠis	 ﾠsalient	 ﾠto	 ﾠstate	 ﾠthat	 ﾠ
both	 ﾠnotorious	 ﾠportraits	 ﾠ(Anita	 ﾠBerber	 ﾠ(1925)	 ﾠand	 ﾠSylvia	 ﾠvon	 ﾠHarden	 ﾠ(1926))	 ﾠ
are	 ﾠof	 ﾠwomen	 ﾠand	 ﾠquestion	 ﾠthe	 ﾠpolitics	 ﾠof	 ﾠgender	 ﾠand	 ﾠsexuality;	 ﾠin	 ﾠcontrast	 ﾠDix’s	 ﾠ
portraits	 ﾠ of	 ﾠ his	 ﾠ male	 ﾠ subjects	 ﾠ are	 ﾠ not	 ﾠ so	 ﾠ direct	 ﾠ in	 ﾠ their	 ﾠ measurement	 ﾠ of	 ﾠ
democratization	 ﾠof	 ﾠsociety.	 ﾠDemocracy	 ﾠis	 ﾠoften	 ﾠjudged	 ﾠin	 ﾠaccordance	 ﾠwith	 ﾠhow	 ﾠa	 ﾠ
nation	 ﾠtreats	 ﾠits	 ﾠwomen.	 ﾠ	 ﾠ
	 ﾠ	 ﾠ 182	 ﾠ
Dix	 ﾠ presents	 ﾠ an	 ﾠ almost	 ﾠ full-ﾭ‐length	 ﾠ Von	 ﾠ Harden	 ﾠ in	 ﾠ a	 ﾠ nearly	 ﾠ completely	 ﾠ
androgynous	 ﾠstate;	 ﾠher	 ﾠappearance	 ﾠand	 ﾠbehaviour	 ﾠare	 ﾠnot	 ﾠindicative	 ﾠof	 ﾠher	 ﾠmale	 ﾠ
or	 ﾠfemale	 ﾠform	 ﾠ–	 ﾠthe	 ﾠonly	 ﾠclue	 ﾠas	 ﾠto	 ﾠher	 ﾠgender	 ﾠlies	 ﾠin	 ﾠher	 ﾠdress	 ﾠand	 ﾠtights.	 ﾠVon	 ﾠ
Harden	 ﾠlooks	 ﾠtowards	 ﾠher	 ﾠleft	 ﾠ(the	 ﾠviewers	 ﾠright)	 ﾠand	 ﾠdoes	 ﾠnot	 ﾠmake	 ﾠeye	 ﾠcontact	 ﾠ
with	 ﾠthe	 ﾠviewer;	 ﾠshe	 ﾠdons	 ﾠan	 ﾠall-ﾭ‐in-ﾭ‐one	 ﾠfull-ﾭ‐sleeved	 ﾠdress	 ﾠthat	 ﾠcovers	 ﾠthe	 ﾠneck	 ﾠ
(turtle)	 ﾠdown	 ﾠuntil	 ﾠthe	 ﾠknees.	 ﾠHer	 ﾠhair	 ﾠis	 ﾠblack	 ﾠand	 ﾠshe	 ﾠwears	 ﾠa	 ﾠmonocle,	 ﾠshe	 ﾠis	 ﾠ
depicted	 ﾠin	 ﾠthe	 ﾠact	 ﾠof	 ﾠsmoking	 ﾠand	 ﾠdrinking.	 ﾠUnlike	 ﾠBerber,	 ﾠVon	 ﾠHarden’s	 ﾠskin	 ﾠis	 ﾠ
not	 ﾠpale	 ﾠwhite.	 ﾠHowever,	 ﾠshe	 ﾠtoo	 ﾠposes	 ﾠlike	 ﾠBerber	 ﾠwith	 ﾠwhat	 ﾠseems	 ﾠto	 ﾠbe	 ﾠutter	 ﾠ
self-ﾭ‐confidence.	 ﾠThe	 ﾠbackground	 ﾠin	 ﾠthis	 ﾠimage	 ﾠconsists	 ﾠof	 ﾠwhat	 ﾠseems	 ﾠto	 ﾠbe	 ﾠa	 ﾠ
room,	 ﾠperhaps	 ﾠin	 ﾠa	 ﾠliterary	 ﾠsalon	 ﾠof	 ﾠsorts.	 ﾠThis	 ﾠgendered	 ﾠrepresentation	 ﾠof	 ﾠthe	 ﾠ
body	 ﾠis	 ﾠexemplary	 ﾠin	 ﾠdenoting	 ﾠbehaviour	 ﾠ(see	 ﾠgenerally	 ﾠGoffman	 ﾠ1979;	 ﾠBell	 ﾠet	 ﾠal	 ﾠ
1982).	 ﾠThe	 ﾠfact	 ﾠthat	 ﾠVon	 ﾠHarden	 ﾠlooks	 ﾠaway	 ﾠfrom	 ﾠthe	 ﾠviewer	 ﾠsuggests	 ﾠthat	 ﾠshe	 ﾠ
(or	 ﾠ Dix)	 ﾠ offers	 ﾠ her,	 ﾠ like	 ﾠ Berber,	 ﾠ to	 ﾠ the	 ﾠ viewer	 ﾠ as	 ﾠ an	 ﾠ ideal	 ﾠ that	 ﾠ demands	 ﾠ
acknowledgment	 ﾠand	 ﾠrespect.	 ﾠInterestingly	 ﾠboth	 ﾠBerber	 ﾠand	 ﾠVon	 ﾠHarden,	 ﾠlike	 ﾠthe	 ﾠ
themes	 ﾠin	 ﾠDix’s	 ﾠwork,	 ﾠexisted	 ﾠon	 ﾠthe	 ﾠmargins	 ﾠof	 ﾠsociety.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠeducational	 ﾠmessage	 ﾠpresented	 ﾠhere	 ﾠrelates	 ﾠto	 ﾠthis	 ﾠfacet	 ﾠof	 ﾠhuman	 ﾠnature:	 ﾠ
emancipation.	 ﾠUnlike,	 ﾠBerber	 ﾠwho	 ﾠrepresented	 ﾠhedonism	 ﾠincluding	 ﾠdesire,	 ﾠlust,	 ﾠ
sensuality	 ﾠand	 ﾠsin,	 ﾠVon	 ﾠHarden	 ﾠrepresents	 ﾠintellectualism.	 ﾠIn	 ﾠthis	 ﾠinstance	 ﾠDix’s	 ﾠ
educational	 ﾠmessage	 ﾠaims	 ﾠto	 ﾠaddress	 ﾠsocial	 ﾠgrowth	 ﾠthrough	 ﾠintellectual	 ﾠfreedom	 ﾠ
by	 ﾠ celebrating	 ﾠ and	 ﾠ questioning	 ﾠ the	 ﾠ varying	 ﾠ levels	 ﾠ of	 ﾠ the	 ﾠ emancipation	 ﾠ of	 ﾠ
womankind	 ﾠ and	 ﾠ its	 ﾠ discordance	 ﾠ with	 ﾠ traditional	 ﾠ meaning	 ﾠ and	 ﾠ value.	 ﾠ
Symbolically,	 ﾠthis	 ﾠimage	 ﾠof	 ﾠVon	 ﾠHarden	 ﾠaccords	 ﾠwith	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠit	 ﾠreveals	 ﾠher	 ﾠ
individuality	 ﾠand	 ﾠpersonality,	 ﾠhowever	 ﾠthe	 ﾠfullness	 ﾠof	 ﾠthis	 ﾠimage	 ﾠ(size)	 ﾠin	 ﾠterms	 ﾠ
of	 ﾠwhat	 ﾠis	 ﾠdepicted	 ﾠsuggests	 ﾠa	 ﾠsocial	 ﾠdisconnection	 ﾠsubstantiating	 ﾠthe	 ﾠargument	 ﾠ
that	 ﾠlike	 ﾠBerber,	 ﾠto	 ﾠDix	 ﾠat	 ﾠleast,	 ﾠVon	 ﾠHarden	 ﾠrepresented	 ﾠone	 ﾠpolarity	 ﾠof	 ﾠa	 ﾠvast	 ﾠ
array	 ﾠin	 ﾠwhich	 ﾠhumanity	 ﾠcould	 ﾠtake	 ﾠform	 ﾠand	 ﾠperhaps	 ﾠeven	 ﾠVon	 ﾠHarden’s	 ﾠwish	 ﾠto	 ﾠ
accord	 ﾠwith	 ﾠthe	 ﾠaristocracy.	 ﾠ	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
During	 ﾠthis	 ﾠsame	 ﾠperiod	 ﾠorganisations	 ﾠsuch	 ﾠas	 ﾠthe	 ﾠGerman	 ﾠArt	 ﾠSociety	 ﾠ(Dresden	 ﾠ
around	 ﾠ1920)	 ﾠ(see	 ﾠFeistel-ﾭ‐Rohmeder	 ﾠpp.3	 ﾠ–	 ﾠ4	 ﾠand	 ﾠ7)	 ﾠemerged	 ﾠwith	 ﾠthe	 ﾠpurpose	 ﾠ
of	 ﾠpromoting	 ﾠpure-ﾭ‐German	 ﾠart	 ﾠor	 ﾠart	 ﾠdistinguished	 ﾠon	 ﾠthe	 ﾠbasis	 ﾠof	 ﾠracial	 ﾠorigin,	 ﾠ
anything	 ﾠ considered	 ﾠ contrary	 ﾠ to	 ﾠ this	 ﾠ school	 ﾠ of	 ﾠ thought	 ﾠ was	 ﾠ targeted	 ﾠ as	 ﾠ	 ﾠ 183	 ﾠ
degenerate	 ﾠand	 ﾠperverse;	 ﾠthe	 ﾠworks	 ﾠof	 ﾠDix	 ﾠand	 ﾠGrosz	 ﾠfell	 ﾠinto	 ﾠthis	 ﾠcategory	 ﾠand	 ﾠ
the	 ﾠartists	 ﾠwere	 ﾠsubjected	 ﾠto	 ﾠvicious	 ﾠattack	 ﾠby	 ﾠthe	 ﾠGerman	 ﾠArt	 ﾠCorrespondence	 ﾠa	 ﾠ
publication	 ﾠ of	 ﾠ the	 ﾠ German	 ﾠ Art	 ﾠ Society	 ﾠ (Clinefelter	 ﾠ 2005,	 ﾠ p.34).	 ﾠ Furthermore,	 ﾠ
Society	 ﾠmembership	 ﾠincluding	 ﾠthe	 ﾠmany	 ﾠDresden	 ﾠart	 ﾠprofessors	 ﾠthat	 ﾠdid	 ﾠnot	 ﾠwish	 ﾠ
to	 ﾠshare	 ﾠtheir	 ﾠstudio	 ﾠspace	 ﾠwith	 ﾠmodernists	 ﾠsuch	 ﾠas	 ﾠDix	 ﾠ(Clinefelter	 ﾠ2005,	 ﾠp.41)	 ﾠ
something	 ﾠ that	 ﾠ would	 ﾠ have	 ﾠ no	 ﾠ doubt	 ﾠ contributed	 ﾠ to	 ﾠ Dix	 ﾠ later	 ﾠ losing	 ﾠ his	 ﾠ
professorial	 ﾠrole	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠAcademy	 ﾠof	 ﾠArt	 ﾠand	 ﾠlosing	 ﾠall	 ﾠhis	 ﾠhonours	 ﾠafter	 ﾠ
the	 ﾠelection	 ﾠof	 ﾠthe	 ﾠNazi	 ﾠParty	 ﾠin	 ﾠ1933.	 ﾠ	 ﾠ
	 ﾠ
Another	 ﾠ infamous	 ﾠ image	 ﾠ produced	 ﾠ by	 ﾠ the	 ﾠ artist	 ﾠ was	 ﾠ Der	 ﾠ Krieg	 ﾠ (The	 ﾠ War)	 ﾠ in	 ﾠ
1932.	 ﾠIn	 ﾠthis	 ﾠimage	 ﾠDix	 ﾠsought	 ﾠto	 ﾠremind	 ﾠpeople	 ﾠabout	 ﾠthe	 ﾠreality	 ﾠof	 ﾠwar,	 ﾠthus	 ﾠit	 ﾠ
was	 ﾠ seen	 ﾠ as	 ﾠ anti-ﾭ‐German	 ﾠ or	 ﾠ pacifist.	 ﾠ 	 ﾠ The	 ﾠ work	 ﾠ is	 ﾠ a	 ﾠ triptych	 ﾠ (an	 ﾠ artwork	 ﾠ
composed	 ﾠof	 ﾠthree	 ﾠpanels)	 ﾠthat	 ﾠreceived	 ﾠa	 ﾠmixed	 ﾠmessage	 ﾠ(appendix	 ﾠone,	 ﾠfigure	 ﾠ
42).	 ﾠThe	 ﾠimage,	 ﾠwhich	 ﾠtook	 ﾠthe	 ﾠartist	 ﾠalmost	 ﾠfour	 ﾠyears	 ﾠto	 ﾠconstruct	 ﾠ(1929	 ﾠ–	 ﾠ
1932),	 ﾠ centres	 ﾠ on	 ﾠ warfare	 ﾠ and	 ﾠ the	 ﾠ resultant	 ﾠ destruction	 ﾠ caused	 ﾠ thereby.	 ﾠ
Triptychs	 ﾠwere	 ﾠtraditionally	 ﾠused	 ﾠin	 ﾠreligious	 ﾠiconography	 ﾠas	 ﾠmantle-ﾭ‐pieces	 ﾠin	 ﾠ
churches	 ﾠdepicting	 ﾠallegories	 ﾠrepresenting	 ﾠthe	 ﾠholy	 ﾠtrinity.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠimage	 ﾠthe	 ﾠ
artist	 ﾠuses	 ﾠcolour	 ﾠand	 ﾠlight	 ﾠto	 ﾠdirect	 ﾠattention	 ﾠtowards	 ﾠsignificant	 ﾠparts	 ﾠof	 ﾠthe	 ﾠ
image.	 ﾠThe	 ﾠimage	 ﾠlacks	 ﾠa	 ﾠreligious	 ﾠtheme,	 ﾠhowever	 ﾠdoes	 ﾠhighlight	 ﾠthe	 ﾠstages	 ﾠof	 ﾠ
revelation	 ﾠin	 ﾠterms	 ﾠof	 ﾠlearning.	 ﾠThe	 ﾠpanels	 ﾠgo	 ﾠfrom	 ﾠdawn	 ﾠ(left	 ﾠpanel)	 ﾠthrough	 ﾠ
until	 ﾠdusk	 ﾠ(right	 ﾠpanel).	 ﾠThe	 ﾠleft	 ﾠpanel	 ﾠrepresents	 ﾠinquiry	 ﾠor	 ﾠinterest,	 ﾠthe	 ﾠmiddle	 ﾠ
panel	 ﾠthe	 ﾠexperience	 ﾠitself	 ﾠthat	 ﾠis	 ﾠunderpinned	 ﾠby	 ﾠfear	 ﾠdepicted	 ﾠin	 ﾠthe	 ﾠlower	 ﾠ
panel	 ﾠand	 ﾠfinally	 ﾠrealisation	 ﾠand	 ﾠreflection	 ﾠin	 ﾠthe	 ﾠpanel	 ﾠto	 ﾠthe	 ﾠright.	 ﾠIt	 ﾠis	 ﾠalmost	 ﾠas	 ﾠ
though	 ﾠ Dix	 ﾠ wished	 ﾠ to	 ﾠ depict	 ﾠ the	 ﾠ stages	 ﾠ through	 ﾠ which	 ﾠ he,	 ﾠ and	 ﾠ other	 ﾠ equally	 ﾠ
curious	 ﾠpeople,	 ﾠhad	 ﾠto	 ﾠgo	 ﾠthrough	 ﾠbefore	 ﾠthey	 ﾠrealised	 ﾠthe	 ﾠactual	 ﾠdestruction	 ﾠ
caused	 ﾠby	 ﾠwar	 ﾠand	 ﾠits	 ﾠrelative	 ﾠeffects.	 ﾠ	 ﾠ
	 ﾠ
Peters	 ﾠ (2010,	 ﾠ p.24)	 ﾠ argues	 ﾠ that	 ﾠ the	 ﾠ image	 ﾠ did	 ﾠ not	 ﾠ succeed	 ﾠ in	 ﾠ its	 ﾠ reportorial	 ﾠ
depiction	 ﾠof	 ﾠthe	 ﾠwar	 ﾠnor	 ﾠas	 ﾠa	 ﾠmethod	 ﾠby	 ﾠwhich	 ﾠto	 ﾠwarn	 ﾠthe	 ﾠaudience	 ﾠof	 ﾠthe	 ﾠ
destruction	 ﾠ caused	 ﾠ by	 ﾠ it.	 ﾠ Perhaps	 ﾠ Peters	 ﾠ assumes	 ﾠ this	 ﾠ on	 ﾠ the	 ﾠ basis	 ﾠ that	 ﾠ the	 ﾠ
occurrence	 ﾠof	 ﾠthe	 ﾠSecond	 ﾠWorld	 ﾠWar	 ﾠsubstantiates	 ﾠits	 ﾠfailure.	 ﾠFrom	 ﾠa	 ﾠsociological	 ﾠ
perspective	 ﾠ the	 ﾠ educational	 ﾠ message	 ﾠ contained	 ﾠ within	 ﾠ this	 ﾠ image	 ﾠ could	 ﾠ be	 ﾠ
classed	 ﾠ as	 ﾠ being	 ﾠ successful	 ﾠ because	 ﾠ the	 ﾠ image	 ﾠ was	 ﾠ classed	 ﾠ as	 ﾠ degenerate;	 ﾠ its	 ﾠ	 ﾠ 184	 ﾠ
critique	 ﾠ of	 ﾠ contemporary	 ﾠ culture	 ﾠ and	 ﾠ politics	 ﾠ contained	 ﾠ a	 ﾠ direct	 ﾠ socially	 ﾠ
educational	 ﾠmessage	 ﾠtherein	 ﾠwhich	 ﾠhad	 ﾠto	 ﾠbe	 ﾠaddressed	 ﾠin	 ﾠsome	 ﾠway,	 ﾠhere	 ﾠthe	 ﾠ
Third	 ﾠReich	 ﾠdefined	 ﾠit	 ﾠas	 ﾠanti-ﾭ‐German	 ﾠ–	 ﾠsomething	 ﾠa	 ﾠpatriotic	 ﾠrace	 ﾠwould	 ﾠnot	 ﾠ
withstand	 ﾠgiven	 ﾠtheir	 ﾠtreatment	 ﾠpost-ﾭ‐First	 ﾠWorld	 ﾠWar,	 ﾠregardless	 ﾠof	 ﾠhowever	 ﾠ
poignant	 ﾠthe	 ﾠeducational	 ﾠmessage.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ1928	 ﾠOtto	 ﾠand	 ﾠMartha	 ﾠDix’s	 ﾠson	 ﾠJan	 ﾠwas	 ﾠborn.	 ﾠDuring	 ﾠ1929	 ﾠGermany	 ﾠsaw	 ﾠa	 ﾠrise	 ﾠ
in	 ﾠ unemployment	 ﾠ to	 ﾠ two	 ﾠ million	 ﾠ this	 ﾠ was	 ﾠ coupled	 ﾠ with	 ﾠ a	 ﾠ reduction	 ﾠ in	 ﾠ tax	 ﾠ
collection.	 ﾠThe	 ﾠeffect	 ﾠwas	 ﾠto	 ﾠundermine	 ﾠthe	 ﾠlittle	 ﾠprosperity	 ﾠGermany	 ﾠhad	 ﾠseen,	 ﾠ
much	 ﾠ of	 ﾠ which	 ﾠ was	 ﾠ supported	 ﾠ by	 ﾠ foreign	 ﾠ aid.	 ﾠ Economic	 ﾠ conditions	 ﾠ were	 ﾠ to	 ﾠ
further	 ﾠdeteriorate	 ﾠas	 ﾠa	 ﾠresult	 ﾠof	 ﾠthe	 ﾠWall	 ﾠStreet	 ﾠcrash	 ﾠlater	 ﾠthat	 ﾠsame	 ﾠyear	 ﾠwhich	 ﾠ
led	 ﾠto	 ﾠdecreases	 ﾠin	 ﾠforeign	 ﾠloans	 ﾠto	 ﾠGermany	 ﾠand	 ﾠits	 ﾠexports	 ﾠ(Gay	 ﾠ2001,	 ﾠpp.158	 ﾠ–	 ﾠ
159).	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠwork,	 ﾠfrom	 ﾠthe	 ﾠearly	 ﾠ1930’s,	 ﾠcontained	 ﾠmuch	 ﾠallegorical	 ﾠcontent.	 ﾠIn	 ﾠ1931	 ﾠhe	 ﾠ
was	 ﾠnamed	 ﾠas	 ﾠa	 ﾠmember	 ﾠof	 ﾠthe	 ﾠPreussische	 ﾠAkademie	 ﾠder	 ﾠKünste.	 ﾠParticipating	 ﾠin	 ﾠ
the	 ﾠ inner	 ﾠ emigration	 ﾠ (withdrawal	 ﾠ into	 ﾠ private	 ﾠ life	 ﾠ of	 ﾠ those	 ﾠ artists	 ﾠ and	 ﾠ
intellectuals	 ﾠthat	 ﾠremained	 ﾠin	 ﾠGermany	 ﾠthroughout	 ﾠthe	 ﾠNazi	 ﾠperiod	 ﾠbut	 ﾠwhom	 ﾠdid	 ﾠ
not	 ﾠsupport	 ﾠthe	 ﾠThird	 ﾠReich)	 ﾠof	 ﾠGerman	 ﾠartists	 ﾠin	 ﾠ1934	 ﾠhe	 ﾠmoved	 ﾠfrom	 ﾠDresden	 ﾠ
to	 ﾠ Schloss	 ﾠ Randegg	 ﾠ (Singen)	 ﾠ and	 ﾠ then	 ﾠ in	 ﾠ 1936	 ﾠ to	 ﾠ Hemmenhofen	 ﾠ on	 ﾠ Lake	 ﾠ
Constance	 ﾠconcentrating	 ﾠon	 ﾠneutral	 ﾠlandscape	 ﾠpainting.	 ﾠ	 ﾠ
	 ﾠ
6.3	 ﾠThe	 ﾠThird	 ﾠReich	 ﾠand	 ﾠSecond	 ﾠWorld	 ﾠWar	 ﾠ(1932	 ﾠ–	 ﾠ1945)	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ years	 ﾠ 1932	 ﾠ to	 ﾠ 1933	 ﾠ saw	 ﾠ Germany	 ﾠ enter	 ﾠ a	 ﾠ phase	 ﾠ described	 ﾠ as	 ﾠ a	 ﾠ barbaric	 ﾠ
history	 ﾠ of	 ﾠ corruption,	 ﾠ degradation	 ﾠ and,	 ﾠ political	 ﾠ and	 ﾠ mass	 ﾠ murder	 ﾠ (Gay	 ﾠ 2001,	 ﾠ
p.161	 ﾠand	 ﾠ164).	 ﾠThe	 ﾠNazi	 ﾠParty	 ﾠ(German	 ﾠNational	 ﾠSozialiste)	 ﾠwon	 ﾠthe	 ﾠelections	 ﾠ
and	 ﾠMarshall	 ﾠPaul	 ﾠvon	 ﾠHindenburg	 ﾠwas	 ﾠre-ﾭ‐elected	 ﾠas	 ﾠpresident	 ﾠand	 ﾠHitler	 ﾠbeing	 ﾠ
appointed	 ﾠChancellor	 ﾠmarking	 ﾠthe	 ﾠdeath	 ﾠof	 ﾠthe	 ﾠWeimar	 ﾠRepublic.	 ﾠThe	 ﾠresult	 ﾠof	 ﾠ
this	 ﾠwas	 ﾠthe	 ﾠpursuance	 ﾠof	 ﾠa	 ﾠrepressive	 ﾠregime4	 ﾠagainst	 ﾠartists,	 ﾠintellectuals	 ﾠand	 ﾠ
museum/gallery	 ﾠdirectors	 ﾠ–	 ﾠthe	 ﾠeffect	 ﾠof	 ﾠwhich	 ﾠwas	 ﾠto	 ﾠcause	 ﾠmany	 ﾠto	 ﾠemigrate.	 ﾠ
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
4	 ﾠSee	 ﾠthe	 ﾠLaw	 ﾠfor	 ﾠthe	 ﾠAlleviation	 ﾠof	 ﾠthe	 ﾠMisery	 ﾠof	 ﾠthe	 ﾠPeople	 ﾠand	 ﾠthe	 ﾠNation,	 ﾠratified	 ﾠ
by	 ﾠa	 ﾠvote	 ﾠof	 ﾠ441	 ﾠto	 ﾠ92.	 ﾠ	 ﾠ	 ﾠ 185	 ﾠ
Dix	 ﾠlost	 ﾠhis	 ﾠpost	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠAcademy	 ﾠof	 ﾠFine	 ﾠArts	 ﾠ(see	 ﾠgenerally	 ﾠEberle	 ﾠ1985,	 ﾠ
p.52	 ﾠand	 ﾠBondil	 ﾠ2010,	 ﾠp.9)	 ﾠbut	 ﾠunlike	 ﾠmany	 ﾠof	 ﾠhis	 ﾠcontemporaries,	 ﾠfor	 ﾠexample	 ﾠ
George	 ﾠGrosz,	 ﾠDix	 ﾠnever	 ﾠwent	 ﾠto	 ﾠAmerica.	 ﾠWhat	 ﾠis	 ﾠinteresting	 ﾠare	 ﾠthe	 ﾠreasons	 ﾠthat	 ﾠ
underpinned	 ﾠthe	 ﾠartist	 ﾠchoosing	 ﾠto	 ﾠremain	 ﾠin	 ﾠGermany	 ﾠeven	 ﾠthough	 ﾠhis	 ﾠwork	 ﾠhad	 ﾠ
found	 ﾠappreciation	 ﾠin	 ﾠAmerica	 ﾠas	 ﾠearly	 ﾠas	 ﾠin	 ﾠ1927	 ﾠwhere	 ﾠthree	 ﾠof	 ﾠhis	 ﾠartworks	 ﾠ
were	 ﾠshown	 ﾠat	 ﾠthe	 ﾠTwenty-ﾭ‐fifth	 ﾠAnnual	 ﾠInternational	 ﾠExhibition	 ﾠof	 ﾠPainting	 ﾠat	 ﾠthe	 ﾠ
Carnegie	 ﾠInstitute	 ﾠin	 ﾠPittsburgh,	 ﾠand	 ﾠin	 ﾠ1931	 ﾠwhere	 ﾠfive	 ﾠof	 ﾠhis	 ﾠworks	 ﾠwere	 ﾠshown	 ﾠ
at	 ﾠthe	 ﾠGerman	 ﾠPainting	 ﾠand	 ﾠSculpture	 ﾠexhibition	 ﾠat	 ﾠthe	 ﾠMuseum	 ﾠof	 ﾠModern	 ﾠArt	 ﾠin	 ﾠ
New	 ﾠYork	 ﾠ(Peters	 ﾠ2010,	 ﾠp.13)	 ﾠwhere	 ﾠit	 ﾠwas	 ﾠstated	 ﾠthat	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠ art	 ﾠ is	 ﾠ not	 ﾠ merely	 ﾠ a	 ﾠ reaction	 ﾠ to	 ﾠ the	 ﾠ abstract,	 ﾠ cubist	 ﾠ or	 ﾠ
expressionist	 ﾠdenial	 ﾠof	 ﾠnatural	 ﾠappearances.	 ﾠIt	 ﾠis	 ﾠrather	 ﾠa	 ﾠdeep-ﾭ‐seated	 ﾠ
passion	 ﾠfor	 ﾠthe	 ﾠappearance	 ﾠof	 ﾠthe	 ﾠreal	 ﾠworld,	 ﾠwhich	 ﾠhe	 ﾠshares	 ﾠwith	 ﾠhis	 ﾠ
artistic	 ﾠancestors	 ﾠof	 ﾠthe	 ﾠearly	 ﾠ19th	 ﾠcentury,	 ﾠand	 ﾠhis	 ﾠgreat	 ﾠforebears	 ﾠof	 ﾠ
four	 ﾠcenturies	 ﾠago	 ﾠ–	 ﾠDürer,	 ﾠHolbein	 ﾠand	 ﾠGrünewald	 ﾠ(German	 ﾠPainting	 ﾠ
and	 ﾠSculpture	 ﾠExhibition	 ﾠCatalogue	 ﾠ1931,	 ﾠp.22).	 ﾠ	 ﾠ
	 ﾠ
Gutbrod	 ﾠ argues,	 ﾠ rather	 ﾠ simplistically	 ﾠ and	 ﾠ perhaps	 ﾠ ideologically,	 ﾠ that	 ﾠ Dix’s	 ﾠ
decision	 ﾠnot	 ﾠto	 ﾠemigrate	 ﾠwas	 ﾠbased	 ﾠon	 ﾠthe	 ﾠpreservation	 ﾠand	 ﾠprotection	 ﾠof	 ﾠhis	 ﾠ
artworks.	 ﾠTo	 ﾠaccept	 ﾠsuch	 ﾠreasoning	 ﾠis	 ﾠnaïve,	 ﾠfor	 ﾠsuch	 ﾠchoices	 ﾠare	 ﾠinfluenced	 ﾠby	 ﾠa	 ﾠ
number	 ﾠof	 ﾠfactors	 ﾠsuch	 ﾠas	 ﾠthe	 ﾠdynamics	 ﾠin	 ﾠones	 ﾠlife	 ﾠat	 ﾠthe	 ﾠtime	 ﾠand	 ﾠones	 ﾠown	 ﾠ
cultural,	 ﾠ educational	 ﾠ or	 ﾠ philosophical	 ﾠ ideals	 ﾠ which	 ﾠ in	 ﾠ Dix’s	 ﾠ case	 ﾠ would	 ﾠ have	 ﾠ
included	 ﾠthe	 ﾠsense	 ﾠof	 ﾠbelonging	 ﾠto	 ﾠa	 ﾠcountry	 ﾠfor	 ﾠwhom	 ﾠhe	 ﾠhad	 ﾠfought	 ﾠa	 ﾠwar,	 ﾠa	 ﾠfear	 ﾠ
of	 ﾠdegradation	 ﾠthrough	 ﾠdenigration	 ﾠin	 ﾠhis	 ﾠartworks	 ﾠand	 ﾠresponsibility	 ﾠhe	 ﾠfelt	 ﾠas	 ﾠ
an	 ﾠartist	 ﾠto	 ﾠhis	 ﾠfellow	 ﾠcountrymen.	 ﾠAlthough,	 ﾠin	 ﾠrelation	 ﾠto	 ﾠthe	 ﾠlatter	 ﾠhis	 ﾠlater	 ﾠ
artworks	 ﾠwere	 ﾠdesigned	 ﾠto	 ﾠelicit	 ﾠthe	 ﾠleast	 ﾠpossible	 ﾠpolitical	 ﾠresponse,	 ﾠbut	 ﾠthe	 ﾠfact	 ﾠ
that	 ﾠ he	 ﾠ remained	 ﾠ in	 ﾠ Germany	 ﾠ and	 ﾠ partook	 ﾠ in	 ﾠ silent	 ﾠ protest	 ﾠ (inner	 ﾠ migration)	 ﾠ
stood	 ﾠ as	 ﾠ a	 ﾠ protest	 ﾠ against	 ﾠ Nazi	 ﾠ ideology	 ﾠand	 ﾠ an	 ﾠ open	 ﾠ educational	 ﾠ message	 ﾠ to	 ﾠ
other	 ﾠ Germans	 ﾠ –	 ﾠ often	 ﾠ silence	 ﾠ speaks	 ﾠ far	 ﾠ more	 ﾠ and	 ﾠ in	 ﾠ greater	 ﾠ volume	 ﾠ than	 ﾠ
anything	 ﾠ said.	 ﾠ Evidence	 ﾠ is	 ﾠ lent	 ﾠ to	 ﾠ the	 ﾠ artist’s	 ﾠ fears	 ﾠ by	 ﾠ his	 ﾠ comments	 ﾠ on	 ﾠ the	 ﾠ
downfall	 ﾠin	 ﾠGrosz’s	 ﾠartwork	 ﾠsince	 ﾠemigration	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.78).	 ﾠIt	 ﾠcould	 ﾠargue	 ﾠ
that	 ﾠDix	 ﾠdid	 ﾠnot	 ﾠfeel	 ﾠthe	 ﾠneed	 ﾠfor	 ﾠphysical	 ﾠmigration	 ﾠbecause	 ﾠhe	 ﾠhad	 ﾠexperienced	 ﾠ
an	 ﾠ almost	 ﾠ meta-ﾭ‐physical	 ﾠ controlled	 ﾠ cultural	 ﾠ migration	 ﾠ whilst	 ﾠ remaining	 ﾠ in	 ﾠ	 ﾠ 186	 ﾠ
Germany.	 ﾠHe	 ﾠhad	 ﾠharnessed	 ﾠall	 ﾠthat	 ﾠhe	 ﾠliked	 ﾠof	 ﾠAmerican	 ﾠculture	 ﾠ(see	 ﾠappendix	 ﾠ
one,	 ﾠfigure	 ﾠ44).	 ﾠStrong	 ﾠsenses	 ﾠof	 ﾠbelonging	 ﾠand	 ﾠresponsibility,	 ﾠand	 ﾠperhaps	 ﾠeven	 ﾠa	 ﾠ
fear	 ﾠ of	 ﾠ unfamiliarity	 ﾠ and	 ﾠ having	 ﾠ to	 ﾠ start	 ﾠ all	 ﾠ over	 ﾠ again	 ﾠ could	 ﾠ well	 ﾠ have	 ﾠ taken	 ﾠ
precedence	 ﾠ over	 ﾠ and	 ﾠ above	 ﾠ the	 ﾠ preservation	 ﾠ and	 ﾠ protection	 ﾠ of	 ﾠ his	 ﾠ physical	 ﾠ
artwork	 ﾠand	 ﾠthe	 ﾠpotential	 ﾠfor	 ﾠadditional	 ﾠand	 ﾠfar	 ﾠgreater	 ﾠsuccesses	 ﾠabroad.	 ﾠAt	 ﾠthe	 ﾠ
most	 ﾠ part	 ﾠ these	 ﾠ accord	 ﾠ with	 ﾠ the	 ﾠ Nietzschean	 ﾠ drive	 ﾠ in	 ﾠ the	 ﾠ cyclicality	 ﾠ of	 ﾠ life	 ﾠ in	 ﾠ
terms	 ﾠof	 ﾠfacing	 ﾠthe	 ﾠfuture	 ﾠthrough	 ﾠthe	 ﾠaffirmation	 ﾠof	 ﾠeven	 ﾠthe	 ﾠharshest	 ﾠof	 ﾠrealities	 ﾠ
(see	 ﾠgenerally	 ﾠJaspers	 ﾠ1936).	 ﾠ	 ﾠ
	 ﾠ
Otto	 ﾠ Dix’s	 ﾠ choice	 ﾠ to	 ﾠ remain	 ﾠ in	 ﾠ Germany	 ﾠ was	 ﾠ certainly	 ﾠ not	 ﾠ promoted	 ﾠ by	 ﾠ a	 ﾠ
xenophobic	 ﾠopinion	 ﾠof	 ﾠthe	 ﾠUnited	 ﾠStates	 ﾠof	 ﾠAmerica,	 ﾠfor	 ﾠhis	 ﾠartwork	 ﾠreveals	 ﾠhis	 ﾠ
admiration	 ﾠfor	 ﾠthe	 ﾠcountry,	 ﾠits	 ﾠculture	 ﾠand	 ﾠparticularly	 ﾠjazz	 ﾠmusic	 ﾠ(see	 ﾠappendix	 ﾠ
one,	 ﾠfigure	 ﾠ44).	 ﾠLaikin	 ﾠFunkenstein	 ﾠ(2005)	 ﾠstates,	 ﾠalbeit	 ﾠon	 ﾠan	 ﾠalternative	 ﾠpremise	 ﾠ
and	 ﾠfrom	 ﾠa	 ﾠfeminist	 ﾠperspective	 ﾠas	 ﾠpreviously	 ﾠdiscussed,	 ﾠthat	 ﾠthis	 ﾠworking-ﾭ‐class	 ﾠ
artist	 ﾠ promoted	 ﾠ himself	 ﾠ as	 ﾠ an	 ﾠ Americanised,	 ﾠ bourgeois	 ﾠ jazz-ﾭ‐loving	 ﾠ dancer.	 ﾠ
Gutbrod	 ﾠfurther	 ﾠsupports	 ﾠthe	 ﾠAmericanization	 ﾠof	 ﾠDix	 ﾠarguing	 ﾠfor	 ﾠa	 ﾠfrequency	 ﾠin	 ﾠ
reference	 ﾠto	 ﾠthe	 ﾠUnited	 ﾠStates	 ﾠof	 ﾠAmerica	 ﾠin	 ﾠthe	 ﾠartist’s	 ﾠwork,	 ﾠhis	 ﾠdress	 ﾠsense,	 ﾠhis	 ﾠ
pomade	 ﾠslicked	 ﾠback	 ﾠhair,	 ﾠthe	 ﾠadoption	 ﾠof	 ﾠthe	 ﾠname	 ﾠ‘Jimmy’	 ﾠby	 ﾠreason	 ﾠof	 ﾠhis	 ﾠ
fondness	 ﾠfor	 ﾠthe	 ﾠshimmy,	 ﾠand	 ﾠreference	 ﾠto	 ﾠMartha	 ﾠas	 ﾠ‘Toy’	 ﾠ(2010,	 ﾠpp.56	 ﾠ–	 ﾠ57).	 ﾠ
Schick	 ﾠ(2003,	 ﾠp.111)	 ﾠcontradicts	 ﾠboth	 ﾠLaikin	 ﾠand	 ﾠGutbrod	 ﾠby	 ﾠhighlighting	 ﾠhow	 ﾠ
Dix’s	 ﾠfinances	 ﾠdid	 ﾠnot	 ﾠalways	 ﾠfacilitate	 ﾠthis	 ﾠlife-ﾭ‐style	 ﾠand	 ﾠthat	 ﾠhe	 ﾠwas	 ﾠonly	 ﾠ‘Jimmy’	 ﾠ
when	 ﾠhis	 ﾠfinances	 ﾠso	 ﾠallowed	 ﾠ–	 ﾠperhaps	 ﾠthis	 ﾠwas	 ﾠa	 ﾠform	 ﾠof	 ﾠescapism.	 ﾠDix’s	 ﾠson	 ﾠ
presents	 ﾠfurther	 ﾠevidence	 ﾠof	 ﾠthis	 ﾠlove-ﾭ‐hate	 ﾠaffair	 ﾠDix	 ﾠhad	 ﾠfor	 ﾠbourgeois	 ﾠculture	 ﾠ
where	 ﾠ he	 ﾠ outlines	 ﾠ that	 ﾠ Dix	 ﾠ thought	 ﾠ that	 ﾠ refined	 ﾠ and	 ﾠ snobbish	 ﾠ posturing	 ﾠ was	 ﾠ
ridiculous	 ﾠ(Serbarsky	 ﾠ1987,	 ﾠpp.33	 ﾠ–	 ﾠ40).	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠyears	 ﾠ1934	 ﾠ–	 ﾠ1936	 ﾠsaw	 ﾠHitler	 ﾠtake	 ﾠcharge	 ﾠas	 ﾠcommander	 ﾠof	 ﾠthe	 ﾠarmed	 ﾠforces,	 ﾠ
the	 ﾠ reinstatement	 ﾠ of	 ﾠ compulsory	 ﾠ military	 ﾠ service	 ﾠ violating	 ﾠ the	 ﾠ Treaty	 ﾠ of	 ﾠ
Versailles	 ﾠ and	 ﾠ the	 ﾠ closure	 ﾠ of	 ﾠ the	 ﾠ modern	 ﾠ art	 ﾠ galleries	 ﾠ at	 ﾠ the	 ﾠ Berlin	 ﾠ National	 ﾠ
Gallery.	 ﾠ The	 ﾠ Entartete	 ﾠ Kunst	 ﾠ (Degenerate	 ﾠ Art	 ﾠ Exhibition)	 ﾠ containing,	 ﾠ amongst	 ﾠ
other	 ﾠthings,	 ﾠconfiscated	 ﾠartworks	 ﾠincluding	 ﾠthose	 ﾠof	 ﾠOtto	 ﾠDix	 ﾠopens	 ﾠin	 ﾠMunich	 ﾠin	 ﾠ
1937,	 ﾠ the	 ﾠ same	 ﾠ would	 ﾠ be	 ﾠ sold	 ﾠ by	 ﾠ the	 ﾠ newly	 ﾠ established	 ﾠ Kommission	 ﾠ zur	 ﾠ
Verwertung	 ﾠder	 ﾠProdukte	 ﾠEntarteter	 ﾠKunst	 ﾠ(The	 ﾠCommission	 ﾠfor	 ﾠthe	 ﾠExploitation	 ﾠ	 ﾠ 187	 ﾠ
of	 ﾠ Degenerate	 ﾠ Artworks)	 ﾠ in	 ﾠ 1939;	 ﾠ one	 ﾠ hundred	 ﾠ and	 ﾠ twenty-ﾭ‐five	 ﾠ confiscated	 ﾠ
paintings	 ﾠwere	 ﾠsold	 ﾠoff	 ﾠat	 ﾠauction	 ﾠin	 ﾠSwitzerland.	 ﾠDix’s	 ﾠmost	 ﾠfamous	 ﾠartworks	 ﾠ
were	 ﾠhighlighted	 ﾠunder	 ﾠthe	 ﾠheading	 ﾠGemalte	 ﾠWehrsabotage	 ﾠdes	 ﾠMalers	 ﾠOtto	 ﾠDix	 ﾠ
(Painted	 ﾠ Military	 ﾠ Sabotage	 ﾠ by	 ﾠ the	 ﾠ Painter	 ﾠ Otto	 ﾠ Dix)	 ﾠ (see	 ﾠ Peters	 ﾠ 2010,	 ﾠ p.25).	 ﾠ
During	 ﾠ this	 ﾠ same	 ﾠ period	 ﾠ the	 ﾠ conservative	 ﾠ German	 ﾠ Art	 ﾠ movement	 ﾠ had	 ﾠ gained	 ﾠ
momentum	 ﾠwith	 ﾠthe	 ﾠGerman	 ﾠArt	 ﾠSociety.	 ﾠMembership	 ﾠof	 ﾠthe	 ﾠSociety	 ﾠincluded	 ﾠ
Dresden	 ﾠ artists	 ﾠ and	 ﾠ Professors,	 ﾠ the	 ﾠ latter	 ﾠ of	 ﾠ who	 ﾠ believed	 ﾠ that	 ﾠ Dix	 ﾠ corrupted	 ﾠ
students	 ﾠwith	 ﾠthe	 ﾠbelief	 ﾠthat	 ﾠperversion	 ﾠwas	 ﾠart	 ﾠ(Clinefelter	 ﾠ2005,	 ﾠp.41).	 ﾠ	 ﾠ
	 ﾠ
6.4	 ﾠPost	 ﾠSecond	 ﾠWorld	 ﾠWar	 ﾠand	 ﾠthe	 ﾠartist’s	 ﾠdeath	 ﾠ(1945	 ﾠ–	 ﾠ1969)	 ﾠ
	 ﾠ
From	 ﾠ1945	 ﾠand	 ﾠuntil	 ﾠhis	 ﾠdeath	 ﾠin	 ﾠ1969	 ﾠthe	 ﾠartist	 ﾠcreated	 ﾠmany	 ﾠartworks	 ﾠwith	 ﾠ
themes	 ﾠof	 ﾠChristianity.	 ﾠDix	 ﾠwas	 ﾠdrafted	 ﾠinto	 ﾠthe	 ﾠGerman	 ﾠArmy	 ﾠin	 ﾠ1945	 ﾠat	 ﾠthe	 ﾠage	 ﾠ
of	 ﾠfifty-ﾭ‐four	 ﾠ–	 ﾠperhaps	 ﾠone	 ﾠof	 ﾠthe	 ﾠreasons	 ﾠthis	 ﾠdelay	 ﾠwas	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠhe	 ﾠwas	 ﾠolder.	 ﾠ
In	 ﾠthat	 ﾠsame	 ﾠyear	 ﾠhe	 ﾠwas	 ﾠcaptured	 ﾠby	 ﾠFrench	 ﾠTroops	 ﾠand	 ﾠserved	 ﾠas	 ﾠa	 ﾠprisoner	 ﾠof	 ﾠ
war	 ﾠat	 ﾠColmar	 ﾠafter	 ﾠwhich	 ﾠhe	 ﾠwas	 ﾠallowed	 ﾠto	 ﾠreturn	 ﾠto	 ﾠHemmenhofen	 ﾠwhere	 ﾠhe	 ﾠ
continued	 ﾠto	 ﾠpaint	 ﾠself-ﾭ‐portraits	 ﾠand	 ﾠlandscapes.	 ﾠDix’s	 ﾠability	 ﾠto	 ﾠnegotiate	 ﾠfrom	 ﾠ
East	 ﾠto	 ﾠWest	 ﾠGermany	 ﾠwas	 ﾠpeculiar	 ﾠwhen	 ﾠconsidered	 ﾠin	 ﾠthe	 ﾠlight	 ﾠof	 ﾠthe	 ﾠpolitical	 ﾠ
divide.	 ﾠThe	 ﾠsame	 ﾠyear	 ﾠmarked	 ﾠthe	 ﾠend	 ﾠof	 ﾠthe	 ﾠSecond	 ﾠWorld	 ﾠWar.	 ﾠOn	 ﾠhis	 ﾠreturn,	 ﾠ
reunited	 ﾠwith	 ﾠhis	 ﾠfamily,	 ﾠthe	 ﾠartist	 ﾠbegan	 ﾠto	 ﾠpaint	 ﾠagain	 ﾠ–	 ﾠthis	 ﾠtime	 ﾠeven	 ﾠ‘freer’	 ﾠ
than	 ﾠbefore	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.107;	 ﾠHerrmann	 ﾠ2010,	 ﾠp.241).	 ﾠThese	 ﾠartworks	 ﾠwere	 ﾠ
once	 ﾠagain	 ﾠcentred	 ﾠon	 ﾠhis	 ﾠexpressive	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠphase	 ﾠas	 ﾠhis	 ﾠSelbstbildnis	 ﾠ
als	 ﾠKriegsgefangener	 ﾠ(Self-ﾭ‐portrait	 ﾠas	 ﾠa	 ﾠPrisoner	 ﾠof	 ﾠWar)	 ﾠ(1947)	 ﾠ(see	 ﾠappendix	 ﾠ
one,	 ﾠfigure	 ﾠ45)	 ﾠevidences.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
After	 ﾠthe	 ﾠmany	 ﾠyears	 ﾠof	 ﾠNazi	 ﾠindoctrination	 ﾠthe	 ﾠGerman	 ﾠpopulation	 ﾠhad	 ﾠto	 ﾠbe	 ﾠre-ﾭ‐
educated,	 ﾠthis	 ﾠinvolved	 ﾠa	 ﾠvariety	 ﾠof	 ﾠprogrammes	 ﾠdesigned	 ﾠto	 ﾠfocus	 ﾠon	 ﾠGerman	 ﾠ
achievements	 ﾠfor	 ﾠinstance	 ﾠthe	 ﾠperiod	 ﾠof	 ﾠenlightenment	 ﾠwhere	 ﾠGermany	 ﾠhad	 ﾠmore	 ﾠ
Nobel	 ﾠ Prises	 ﾠ than	 ﾠ the	 ﾠ United	 ﾠ Kingdom	 ﾠ and	 ﾠ the	 ﾠ United	 ﾠ States	 ﾠ of	 ﾠ America	 ﾠ put	 ﾠ
together	 ﾠ(Watson	 ﾠ2010),	 ﾠhistorical	 ﾠand	 ﾠmodern	 ﾠculture,	 ﾠart	 ﾠand	 ﾠthe	 ﾠtraditional	 ﾠ
pre-ﾭ‐Nazi	 ﾠsciences.	 ﾠIt	 ﾠwas	 ﾠthus	 ﾠthat	 ﾠDix,	 ﾠwho	 ﾠhad	 ﾠmanaged	 ﾠto	 ﾠrescue	 ﾠmany	 ﾠof	 ﾠhis	 ﾠ
artworks	 ﾠduring	 ﾠthe	 ﾠwar,	 ﾠwas	 ﾠable	 ﾠto	 ﾠexhibit	 ﾠhis	 ﾠwork	 ﾠat	 ﾠthe	 ﾠAllgemeine	 ﾠDeutsche	 ﾠ	 ﾠ 188	 ﾠ
Kunstausstellung	 ﾠ(General	 ﾠGerman	 ﾠArt	 ﾠExhibition)	 ﾠ(see	 ﾠgenerally,	 ﾠGutbrod	 ﾠ2010,	 ﾠ
p.108).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ1946	 ﾠDix	 ﾠwrote	 ﾠto	 ﾠhis	 ﾠlong-ﾭ‐term	 ﾠfriend	 ﾠSimons	 ﾠ(Hugo),	 ﾠwho	 ﾠprovided	 ﾠfinancial	 ﾠ
support	 ﾠto	 ﾠDix	 ﾠregardless	 ﾠof	 ﾠhis	 ﾠown	 ﾠlimited	 ﾠmeans,	 ﾠoutlining	 ﾠhis	 ﾠdisgust	 ﾠfor	 ﾠthe	 ﾠ
Nazi’s,	 ﾠ subjection	 ﾠ to	 ﾠ harassment	 ﾠ by	 ﾠ the	 ﾠ Gestapo	 ﾠ (arrests	 ﾠ and	 ﾠ searches),	 ﾠ his	 ﾠ
prohibition	 ﾠ from	 ﾠ exhibiting	 ﾠ all	 ﾠ coupled	 ﾠ with	 ﾠ the	 ﾠ removal	 ﾠ and	 ﾠ auction	 ﾠ of	 ﾠ his	 ﾠ
artworks	 ﾠin	 ﾠSwitzerland	 ﾠ(see	 ﾠBondil	 ﾠ2010,	 ﾠp.9).	 ﾠSimons,	 ﾠmuch	 ﾠto	 ﾠthe	 ﾠsurprise	 ﾠof	 ﾠ
Dix,	 ﾠunable	 ﾠto	 ﾠpractise	 ﾠlaw	 ﾠin	 ﾠThe	 ﾠHague	 ﾠand	 ﾠwas	 ﾠundertaking	 ﾠa	 ﾠlow-ﾭ‐level	 ﾠjob	 ﾠ
selling	 ﾠ cooling	 ﾠ systems.	 ﾠ That	 ﾠ same	 ﾠ year	 ﾠ Dix	 ﾠ participated	 ﾠ in	 ﾠ the	 ﾠ Geraer	 ﾠ Maler	 ﾠ
stellen	 ﾠzur	 ﾠDiskussion	 ﾠ(Painters	 ﾠfrom	 ﾠGera	 ﾠput	 ﾠup	 ﾠfor	 ﾠDiscussion)	 ﾠin	 ﾠhis	 ﾠhometown	 ﾠ
of	 ﾠGera.	 ﾠDix	 ﾠdid	 ﾠnot	 ﾠappreciate	 ﾠthe	 ﾠtitle	 ﾠof	 ﾠthe	 ﾠexhibition	 ﾠand	 ﾠwrote	 ﾠthe	 ﾠfollowing	 ﾠ
to	 ﾠthe	 ﾠDepartment	 ﾠof	 ﾠCulture	 ﾠ	 ﾠ
	 ﾠ
Ich	 ﾠschrieb	 ﾠIhnen	 ﾠschon	 ﾠneulich	 ﾠdaß	 ﾠich	 ﾠnicht	 ﾠgewillt	 ﾠbin	 ﾠmeine	 ﾠBilder	 ﾠ
„zur	 ﾠDiskussion	 ﾠzu	 ﾠstellen“!	 ﾠWir	 ﾠhaben	 ﾠnun	 ﾠin	 ﾠDeutschland	 ﾠjahrelang	 ﾠdie	 ﾠ
Stimme	 ﾠdes	 ﾠVolkes	 ﾠüber	 ﾠkünstlerische	 ﾠDinge	 ﾠgehört	 ﾠund	 ﾠwie	 ﾠwenig	 ﾠist	 ﾠ
über	 ﾠdas	 ﾠwahre	 ﾠWesen	 ﾠder	 ﾠKunst	 ﾠdabei	 ﾠherausgekommen.	 ﾠDiskussionen	 ﾠ
laufen	 ﾠdarauf	 ﾠhinaus,	 ﾠdaß	 ﾠjeder	 ﾠSpießbürger	 ﾠund	 ﾠjeder	 ﾠ“Blinde“	 ﾠseine	 ﾠ
kleinen	 ﾠWünsche	 ﾠanbringen	 ﾠmöchte.	 ﾠJeder	 ﾠglaubt	 ﾠzu	 ﾠwissen	 ﾠwie	 ﾠKunst	 ﾠ
sein	 ﾠsollte.	 ﾠDie	 ﾠwenigsten	 ﾠhaben	 ﾠaber	 ﾠden	 ﾠSinn,	 ﾠder	 ﾠzum	 ﾠErleben	 ﾠvon	 ﾠ
Malerei	 ﾠgehört,	 ﾠnämlich	 ﾠden	 ﾠAugensinn.	 ﾠUnd	 ﾠzwar	 ﾠein	 ﾠAugensinn	 ﾠder	 ﾠ
Farben	 ﾠund	 ﾠFormen	 ﾠals	 ﾠlebendige	 ﾠWirklichkeiten	 ﾠim	 ﾠBilde	 ﾠsieht	 ﾠDenn	 ﾠ
nicht	 ﾠ die	 ﾠ Gegenstände	 ﾠ sondern	 ﾠ die	 ﾠ persönliche	 ﾠ Aussage	 ﾠ des	 ﾠ Künstlers	 ﾠ
über	 ﾠdie	 ﾠGegenstände	 ﾠist	 ﾠwichtig	 ﾠim	 ﾠBild.	 ﾠAlso	 ﾠnicht	 ﾠdas	 ﾠWas	 ﾠsondern	 ﾠdas	 ﾠ
Wie.	 ﾠNicht	 ﾠlaute	 ﾠDiskussion,	 ﾠsondern	 ﾠschweigend.	 ﾠBescheidenheit	 ﾠist	 ﾠdas	 ﾠ
erste	 ﾠ das	 ﾠ der	 ﾠ Künstler	 ﾠ vom	 ﾠ Betrachter	 ﾠ verlangt.	 ﾠ Denn	 ﾠ das,	 ﾠ was	 ﾠ am	 ﾠ
Kunstwerk	 ﾠ erklärbar	 ﾠ ist,	 ﾠ ist	 ﾠ wenig,	 ﾠ das	 ﾠ Wesentliche	 ﾠ an	 ﾠ ihm	 ﾠ ist	 ﾠ nicht	 ﾠ
erklärbar	 ﾠsondern	 ﾠallein	 ﾠschaubar.	 ﾠTranslated	 ﾠas:	 ﾠI	 ﾠalready	 ﾠwrote	 ﾠyou	 ﾠ
the	 ﾠother	 ﾠday	 ﾠ[advising	 ﾠyou]	 ﾠthat	 ﾠI	 ﾠam	 ﾠnot	 ﾠwilling	 ﾠ[to	 ﾠput]	 ﾠmy	 ﾠpictures	 ﾠ
up	 ﾠ"for	 ﾠdiscussion'!	 ﾠFor	 ﾠmany	 ﾠyears	 ﾠnow	 ﾠin	 ﾠGermany	 ﾠwe	 ﾠhave	 ﾠhad	 ﾠthe	 ﾠ
voice	 ﾠof	 ﾠthe	 ﾠpeople	 ﾠabout	 ﾠartistic	 ﾠthings,	 ﾠand	 ﾠhow	 ﾠlittle	 ﾠis	 ﾠknown	 ﾠabout	 ﾠ
the	 ﾠtrue	 ﾠnature	 ﾠof	 ﾠart	 ﾠ[from	 ﾠwhat]	 ﾠcame	 ﾠout	 ﾠof	 ﾠit.	 ﾠDiscussions	 ﾠrelating	 ﾠ	 ﾠ 189	 ﾠ
to	 ﾠthis	 ﾠare	 ﾠongoing,	 ﾠthat	 ﾠfit	 ﾠevery	 ﾠshopkeeper	 ﾠand	 ﾠeach	 ﾠ"blind"	 ﾠlike	 ﾠhis	 ﾠ
little	 ﾠwishes.	 ﾠEveryone	 ﾠ…	 ﾠthinks	 ﾠhe	 ﾠknows	 ﾠ[about]	 ﾠart.	 ﾠFew	 ﾠhowever,	 ﾠ
have	 ﾠthe	 ﾠmeaning,	 ﾠwhich	 ﾠis	 ﾠpart	 ﾠof	 ﾠthe	 ﾠexperience	 ﾠof	 ﾠpainting,	 ﾠnamely	 ﾠ
the	 ﾠsense	 ﾠof	 ﾠsight.	 ﾠIndeed	 ﾠa	 ﾠsense	 ﾠof	 ﾠsight	 ﾠof	 ﾠthe	 ﾠcolours	 ﾠand	 ﾠshapes	 ﾠin	 ﾠ
the	 ﾠpaintings	 ﾠas	 ﾠliving	 ﾠrealities,	 ﾠit	 ﾠis	 ﾠthe	 ﾠobject	 ﾠand	 ﾠnot	 ﾠthat	 ﾠwhich	 ﾠis	 ﾠ
personal	 ﾠto	 ﾠthe	 ﾠartist	 ﾠabout	 ﾠthe	 ﾠobject	 ﾠthat	 ﾠis	 ﾠimportant	 ﾠin	 ﾠthe	 ﾠimage.	 ﾠ
So	 ﾠnot	 ﾠthe	 ﾠ‘what’	 ﾠbut	 ﾠthe	 ﾠ‘how’.	 ﾠNot	 ﾠloud	 ﾠdiscussion,	 ﾠbut	 ﾠin	 ﾠsilence.	 ﾠ
Modesty	 ﾠis	 ﾠthe	 ﾠfirst	 ﾠof	 ﾠthe	 ﾠartist	 ﾠasks	 ﾠthe	 ﾠviewer.	 ﾠFor	 ﾠwhat	 ﾠif	 ﾠthe	 ﾠwork	 ﾠ
of	 ﾠ art	 ﾠ is	 ﾠ explained,	 ﾠ a	 ﾠ little,	 ﾠ the	 ﾠ essential	 ﾠ thing	 ﾠ about	 ﾠ him	 ﾠ is	 ﾠ not	 ﾠ
explained	 ﾠbut	 ﾠonly	 ﾠmanageable.	 ﾠ
	 ﾠ
This	 ﾠletter	 ﾠhighlights	 ﾠhow	 ﾠhis	 ﾠexperience	 ﾠhad	 ﾠmade	 ﾠhim	 ﾠmore	 ﾠdetermined	 ﾠeven	 ﾠ
though	 ﾠthere	 ﾠwas	 ﾠa	 ﾠclear	 ﾠconflict	 ﾠbetween	 ﾠthe	 ﾠfields/paradigms	 ﾠof	 ﾠartistic	 ﾠand	 ﾠ
creative	 ﾠ production,	 ﾠ power	 ﾠ and	 ﾠ his	 ﾠ Nietzschean	 ﾠ drive	 ﾠ with	 ﾠ the	 ﾠ need	 ﾠ for	 ﾠ
experience	 ﾠ to	 ﾠ objectify	 ﾠ his	 ﾠ artwork	 ﾠ with	 ﾠ the	 ﾠ integrity	 ﾠ of	 ﾠ his	 ﾠ self-ﾭ‐regard	 ﾠ and	 ﾠ
educational	 ﾠmessages.	 ﾠThe	 ﾠorganisers	 ﾠchanged	 ﾠthe	 ﾠtitle	 ﾠof	 ﾠthe	 ﾠexhibition	 ﾠ(Gutbrod	 ﾠ
2010,	 ﾠp.108)	 ﾠto	 ﾠGeraer	 ﾠMaler	 ﾠstellen	 ﾠzur	 ﾠSchau	 ﾠ(A	 ﾠShowcase	 ﾠof	 ﾠGera	 ﾠArtists).	 ﾠ	 ﾠ
	 ﾠ
During	 ﾠ the	 ﾠ period	 ﾠ 1947	 ﾠ –	 ﾠ 1949	 ﾠ Dix	 ﾠ produced	 ﾠ around	 ﾠ one	 ﾠ hundred	 ﾠ and	 ﾠ fifty	 ﾠ
paintings.	 ﾠThis	 ﾠfigure	 ﾠthen	 ﾠsteadily	 ﾠdepreciated	 ﾠin	 ﾠthe	 ﾠfollowing	 ﾠyears.	 ﾠTowards	 ﾠ
the	 ﾠ latter	 ﾠ years	 ﾠ of	 ﾠ his	 ﾠ life	 ﾠ Dix’s	 ﾠ artwork	 ﾠ remained	 ﾠ consistent	 ﾠ in	 ﾠ retaining	 ﾠ an	 ﾠ
educational	 ﾠ value.	 ﾠ The	 ﾠ artist’s	 ﾠ self-ﾭ‐portrait	 ﾠ Selbstbildnis	 ﾠ als	 ﾠ Kriegsgefangener	 ﾠ
(Self-ﾭ‐portrait	 ﾠas	 ﾠa	 ﾠPrisoner	 ﾠof	 ﾠWar)	 ﾠwhich	 ﾠhe	 ﾠproduced	 ﾠin	 ﾠ1947	 ﾠ(see	 ﾠappendix	 ﾠ
one,	 ﾠfigure	 ﾠ45)	 ﾠprovides	 ﾠinsight	 ﾠinto	 ﾠyet	 ﾠanother	 ﾠfacet	 ﾠof	 ﾠwarfare,	 ﾠthis	 ﾠtime	 ﾠthe	 ﾠ
state	 ﾠ of	 ﾠ being	 ﾠ a	 ﾠ prisoner	 ﾠ during	 ﾠ the	 ﾠ Second	 ﾠ World	 ﾠ War.	 ﾠ 	 ﾠ He	 ﾠ wrote	 ﾠ of	 ﾠ this	 ﾠ
experience	 ﾠ	 ﾠ
	 ﾠ
[my]	 ﾠpainting	 ﾠhas	 ﾠbecome	 ﾠmore	 ﾠspontaneous	 ﾠ…	 ﾠI	 ﾠhave	 ﾠbeen	 ﾠpainting	 ﾠ
too	 ﾠmuch	 ﾠwith	 ﾠthe	 ﾠtip	 ﾠof	 ﾠmy	 ﾠbrush	 ﾠover	 ﾠthe	 ﾠlast	 ﾠtwenty	 ﾠyears	 ﾠand	 ﾠam	 ﾠ
now	 ﾠcoming	 ﾠback	 ﾠto	 ﾠthe	 ﾠperiod	 ﾠof	 ﾠmy	 ﾠfirst	 ﾠwar	 ﾠpicture	 ﾠ…	 ﾠI	 ﾠhave	 ﾠbeen	 ﾠ
unleashed.	 ﾠ
	 ﾠ
In	 ﾠa	 ﾠletter	 ﾠto	 ﾠhis	 ﾠson	 ﾠUrsus,	 ﾠDix	 ﾠwrote	 ﾠ	 ﾠ	 ﾠ 190	 ﾠ
	 ﾠ
I	 ﾠ was,	 ﾠ after	 ﾠ all,	 ﾠ somewhat	 ﾠ shaken	 ﾠ from	 ﾠ the	 ﾠ long	 ﾠ time	 ﾠ in	 ﾠ captivity	 ﾠ
(Karcher	 ﾠ2010,	 ﾠp.195).	 ﾠ	 ﾠ
	 ﾠ
Dix	 ﾠpresents	 ﾠan	 ﾠalmost	 ﾠhead	 ﾠand	 ﾠshoulders	 ﾠimage	 ﾠof	 ﾠhim	 ﾠand	 ﾠtwo	 ﾠothers	 ﾠin	 ﾠan	 ﾠ
emaciated	 ﾠstate;	 ﾠhis	 ﾠappearance	 ﾠand	 ﾠbehaviour	 ﾠis	 ﾠindicative	 ﾠof	 ﾠhis	 ﾠmisery.	 ﾠIn	 ﾠthis	 ﾠ
image	 ﾠthe	 ﾠartist	 ﾠseems	 ﾠto	 ﾠhave	 ﾠhis	 ﾠeyes	 ﾠclosed	 ﾠor	 ﾠslightly	 ﾠopen	 ﾠlooking	 ﾠtowards	 ﾠ
his	 ﾠleft	 ﾠ(the	 ﾠviewers	 ﾠright),	 ﾠin	 ﾠany	 ﾠrespect	 ﾠhe	 ﾠdoes	 ﾠnot	 ﾠmake	 ﾠeye	 ﾠcontact	 ﾠwith	 ﾠthe	 ﾠ
viewer.	 ﾠHe	 ﾠwears	 ﾠa	 ﾠdark	 ﾠcoloured	 ﾠblazer,	 ﾠhat	 ﾠand	 ﾠblue	 ﾠshirt,	 ﾠhis	 ﾠhair	 ﾠis	 ﾠgraying	 ﾠ
and	 ﾠhe	 ﾠis	 ﾠunshaven.	 ﾠSimilarly	 ﾠthe	 ﾠtwo	 ﾠcharacters	 ﾠbeside	 ﾠhim,	 ﾠneither	 ﾠof	 ﾠwhose	 ﾠ
face	 ﾠis	 ﾠvisible	 ﾠto	 ﾠthe	 ﾠviewer,	 ﾠare	 ﾠequally	 ﾠunkempt.	 ﾠDix’s	 ﾠpose	 ﾠis	 ﾠtired	 ﾠand	 ﾠweary,	 ﾠ
and	 ﾠcertainly	 ﾠnot	 ﾠone	 ﾠthat	 ﾠdepicts	 ﾠself-ﾭ‐confidence	 ﾠ–	 ﾠperhaps	 ﾠhe	 ﾠhad	 ﾠalmost	 ﾠgiven	 ﾠ
up	 ﾠat	 ﾠthis	 ﾠstage.	 ﾠThe	 ﾠbackground	 ﾠin	 ﾠthis	 ﾠimage	 ﾠconsists	 ﾠof	 ﾠa	 ﾠblue	 ﾠsky	 ﾠand	 ﾠbarbed	 ﾠ
wire	 ﾠfence.	 ﾠThe	 ﾠfact	 ﾠthat	 ﾠDix	 ﾠhas	 ﾠhis	 ﾠeyes	 ﾠclosed	 ﾠor	 ﾠpartially	 ﾠopen	 ﾠbut	 ﾠlooks	 ﾠaway	 ﾠ
from	 ﾠthe	 ﾠviewer	 ﾠsuggests	 ﾠthat	 ﾠhe	 ﾠoffers	 ﾠhimself	 ﾠto	 ﾠthe	 ﾠviewer	 ﾠas	 ﾠan	 ﾠexample	 ﾠor	 ﾠ
repercussion	 ﾠ of	 ﾠ warfare	 ﾠ that	 ﾠ demands	 ﾠ acknowledgment.	 ﾠ This	 ﾠ educational	 ﾠ
message	 ﾠaims	 ﾠto	 ﾠaddress	 ﾠthe	 ﾠphysical	 ﾠand	 ﾠpsychological	 ﾠeffect	 ﾠof	 ﾠwar	 ﾠon	 ﾠthose	 ﾠ
that	 ﾠare	 ﾠforced	 ﾠto	 ﾠparticipate	 ﾠin	 ﾠit.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ 1949	 ﾠ the	 ﾠ artist	 ﾠ was	 ﾠ offered	 ﾠ prestigious	 ﾠ professorial	 ﾠ roles	 ﾠ in	 ﾠ Berlin	 ﾠ and	 ﾠ
Dresden	 ﾠbut	 ﾠhe	 ﾠrefused	 ﾠthem	 ﾠbecause	 ﾠhe	 ﾠconsidered	 ﾠsuch	 ﾠthings	 ﾠto	 ﾠbe	 ﾠsigns	 ﾠof	 ﾠ
old	 ﾠage	 ﾠ(see	 ﾠsupra	 ﾠp.192).	 ﾠIn	 ﾠEcce	 ﾠHomo	 ﾠIII	 ﾠ(Behold	 ﾠthe	 ﾠMan)	 ﾠ(1949)	 ﾠ(appendix	 ﾠ
one,	 ﾠfigure	 ﾠ46)	 ﾠDix,	 ﾠcontinuing	 ﾠwith	 ﾠhis	 ﾠChristian	 ﾠtheme,	 ﾠpresents	 ﾠan	 ﾠimage	 ﾠof	 ﾠ
Jesus	 ﾠChrist	 ﾠdifferent	 ﾠto	 ﾠthat	 ﾠpresented	 ﾠin	 ﾠtraditional	 ﾠChristian	 ﾠimagery.	 ﾠHere	 ﾠhe	 ﾠ
presents	 ﾠa	 ﾠbattered,	 ﾠbruised	 ﾠand	 ﾠbleeding	 ﾠChrist	 ﾠon	 ﾠa	 ﾠchair	 ﾠholding	 ﾠa	 ﾠstaff	 ﾠand	 ﾠ
wearing	 ﾠ a	 ﾠ crown	 ﾠ of	 ﾠ thorns.	 ﾠ The	 ﾠ artist	 ﾠ had	 ﾠ an	 ﾠ issue	 ﾠ with	 ﾠ traditional	 ﾠ
representations	 ﾠof	 ﾠChrist	 ﾠthat	 ﾠshowed	 ﾠthe	 ﾠapostle	 ﾠlooking	 ﾠ‘anointed’	 ﾠand	 ﾠ‘pretty’	 ﾠ
(Karcher	 ﾠ2010,	 ﾠp.202)	 ﾠrather	 ﾠthan	 ﾠsomeone	 ﾠwho	 ﾠhad	 ﾠjust	 ﾠbeen	 ﾠcrucified.	 ﾠDix	 ﾠ
described	 ﾠ these	 ﾠ images	 ﾠ as	 ﾠ being	 ﾠ fraudulent	 ﾠ representations	 ﾠ of	 ﾠ a	 ﾠ barbaric	 ﾠ
punishment;	 ﾠhe	 ﾠquestions	 ﾠwhy	 ﾠif	 ﾠJesus	 ﾠwas	 ﾠsuch	 ﾠa	 ﾠgreat	 ﾠman	 ﾠhe	 ﾠwas	 ﾠleft	 ﾠto	 ﾠdie	 ﾠa	 ﾠ
cruel,	 ﾠlonesome	 ﾠand	 ﾠpainful	 ﾠdeath	 ﾠ(Karcher	 ﾠ2010,	 ﾠp.203).	 ﾠParallels	 ﾠcan	 ﾠbe	 ﾠdrawn	 ﾠ
between	 ﾠ this	 ﾠ piece	 ﾠ of	 ﾠ artwork	 ﾠ and	 ﾠ Dix’s	 ﾠ exploration	 ﾠ of	 ﾠ humanity.	 ﾠ Thus,	 ﾠ he	 ﾠ
decided	 ﾠ to	 ﾠ explore,	 ﾠ in	 ﾠ keeping	 ﾠ with	 ﾠ the	 ﾠ themes	 ﾠ in	 ﾠ his	 ﾠ earlier	 ﾠ artworks,	 ﾠ the	 ﾠ	 ﾠ 191	 ﾠ
suffering	 ﾠand	 ﾠdeath	 ﾠof	 ﾠChrist	 ﾠinstead.	 ﾠDuring	 ﾠthe	 ﾠnext	 ﾠfew	 ﾠyears	 ﾠDix	 ﾠcontinued	 ﾠ
questioning	 ﾠ the	 ﾠ iconography	 ﾠ within	 ﾠ traditional	 ﾠ religious	 ﾠ representations,	 ﾠ he	 ﾠ
forced	 ﾠhis	 ﾠviewers	 ﾠto	 ﾠquestion	 ﾠthat	 ﾠwith	 ﾠwhich	 ﾠthey	 ﾠwere	 ﾠpresented	 ﾠ–	 ﾠperhaps	 ﾠ
because	 ﾠhe	 ﾠwished	 ﾠto	 ﾠpromote	 ﾠchange	 ﾠin	 ﾠtheir	 ﾠbildung	 ﾠtoo.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ1957	 ﾠDix	 ﾠimmersed	 ﾠhimself	 ﾠin	 ﾠthe	 ﾠlife	 ﾠthat	 ﾠsurrounded	 ﾠhim	 ﾠin	 ﾠHemmenhofen	 ﾠ
(Löffler	 ﾠ1960,	 ﾠp.121),	 ﾠthe	 ﾠartwork	 ﾠhe	 ﾠproduced	 ﾠduring	 ﾠthis	 ﾠperiod	 ﾠhighlights	 ﾠan	 ﾠ
educational	 ﾠmessage	 ﾠthat	 ﾠrelates	 ﾠto	 ﾠfreedom	 ﾠof	 ﾠthought	 ﾠand	 ﾠexpression.	 ﾠIn	 ﾠhis	 ﾠ
painting	 ﾠhe	 ﾠemployed	 ﾠthe	 ﾠalla	 ﾠprima	 ﾠ(wet	 ﾠpaint	 ﾠon	 ﾠwet	 ﾠpaint)	 ﾠmethod	 ﾠrather	 ﾠ
than	 ﾠthe	 ﾠtraditional	 ﾠand	 ﾠlabour	 ﾠintensive	 ﾠof	 ﾠlayering	 ﾠ(wet	 ﾠpaint	 ﾠon	 ﾠdry	 ﾠpaint).	 ﾠThe	 ﾠ
subjects	 ﾠ of	 ﾠ his	 ﾠ painting	 ﾠ also	 ﾠ changed,	 ﾠ he	 ﾠ now	 ﾠ painted	 ﾠ more	 ﾠ fruit	 ﾠ trees	 ﾠ and	 ﾠ
flowers	 ﾠ etcetera.	 ﾠ The	 ﾠ educational	 ﾠ message	 ﾠ here	 ﾠ was	 ﾠ one	 ﾠ that	 ﾠ promoted	 ﾠ
appreciation	 ﾠof	 ﾠthat	 ﾠwhich	 ﾠexists	 ﾠin	 ﾠits	 ﾠnatural	 ﾠform,	 ﾠavoiding	 ﾠmechanization	 ﾠfor	 ﾠ
the	 ﾠpurposes	 ﾠof	 ﾠman	 ﾠ(or	 ﾠwoman).	 ﾠIn	 ﾠ1959	 ﾠGerman	 ﾠcities	 ﾠbestowed	 ﾠhonours	 ﾠon	 ﾠ
him;	 ﾠ he	 ﾠ received	 ﾠ the	 ﾠ Bundesverdienstkreuz	 ﾠ (Order	 ﾠ of	 ﾠ Merit	 ﾠ of	 ﾠ The	 ﾠ Federal	 ﾠ
Republic	 ﾠof	 ﾠGermany),	 ﾠand	 ﾠwas	 ﾠmade	 ﾠan	 ﾠhonorary	 ﾠcitizen	 ﾠof	 ﾠGera	 ﾠ(Herrmann	 ﾠ
2010,	 ﾠp241).	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠhis	 ﾠlatter	 ﾠyears	 ﾠDix	 ﾠproduced	 ﾠa	 ﾠnumber	 ﾠof	 ﾠfrescos,	 ﾠone	 ﾠof	 ﾠwhich	 ﾠis	 ﾠtitled	 ﾠKrieg	 ﾠ
und	 ﾠFrieden	 ﾠ(1960)	 ﾠ(War	 ﾠand	 ﾠPeace)	 ﾠ(see	 ﾠappendix	 ﾠone,	 ﾠfigure	 ﾠ47).	 ﾠThis	 ﾠmural	 ﾠ
stands	 ﾠ in	 ﾠ the	 ﾠ meeting	 ﾠ room	 ﾠ at	 ﾠ the	 ﾠ Archaeological	 ﾠ Museum	 ﾠ Hegau,	 ﾠ Singen	 ﾠ in	 ﾠ
Germany	 ﾠ –	 ﾠ perhaps	 ﾠ an	 ﾠ appropriate	 ﾠ place	 ﾠ for	 ﾠ the	 ﾠ educational	 ﾠ message	 ﾠ Dix	 ﾠ
propounded	 ﾠfor	 ﾠmuch	 ﾠof	 ﾠhis	 ﾠlife.	 ﾠThe	 ﾠartwork	 ﾠencapsulates	 ﾠboth	 ﾠwarfare	 ﾠand	 ﾠ
peace	 ﾠand	 ﾠreminds	 ﾠviewers	 ﾠof	 ﾠthe	 ﾠsacrifices	 ﾠthat	 ﾠhave	 ﾠbeen	 ﾠmade	 ﾠover	 ﾠthousands	 ﾠ
of	 ﾠyears	 ﾠto	 ﾠpromote	 ﾠpeace;	 ﾠthe	 ﾠcrucifixion	 ﾠof	 ﾠJesus	 ﾠChrist	 ﾠjoins	 ﾠthe	 ﾠtwo	 ﾠelements	 ﾠ
together.	 ﾠHis	 ﾠeducational	 ﾠmessage	 ﾠis	 ﾠclear;	 ﾠpeace	 ﾠshould	 ﾠbe	 ﾠretained	 ﾠat	 ﾠall	 ﾠcost.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ1963,	 ﾠhe	 ﾠresponded	 ﾠto	 ﾠa	 ﾠquestion	 ﾠregarding	 ﾠhis	 ﾠfaith	 ﾠby	 ﾠstating	 ﾠ
	 ﾠ
I	 ﾠdo	 ﾠnot	 ﾠknow	 ﾠif	 ﾠI	 ﾠam	 ﾠa	 ﾠbeliever	 ﾠor	 ﾠif	 ﾠI	 ﾠam	 ﾠan	 ﾠatheist	 ﾠor	 ﾠanything	 ﾠelse.	 ﾠI	 ﾠ
know	 ﾠnothing	 ﾠ…	 ﾠIn	 ﾠany	 ﾠcase	 ﾠI	 ﾠam	 ﾠnot	 ﾠa	 ﾠfollower	 ﾠof	 ﾠdogmas,	 ﾠbut	 ﾠrather	 ﾠ
very	 ﾠskeptical	 ﾠ(Gutbrod	 ﾠ2010,	 ﾠp.110).	 ﾠ	 ﾠ
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The	 ﾠstatement	 ﾠevidences	 ﾠthe	 ﾠextent	 ﾠto	 ﾠwhich	 ﾠbildung	 ﾠwas	 ﾠinvested	 ﾠin	 ﾠOtto	 ﾠDix	 ﾠ–	 ﾠa	 ﾠ
form	 ﾠ of	 ﾠ inner	 ﾠ growth	 ﾠ that	 ﾠ many	 ﾠ Germans	 ﾠ had	 ﾠ lost	 ﾠ during	 ﾠ the	 ﾠ significant	 ﾠ
historical	 ﾠperiods	 ﾠencompassing	 ﾠthe	 ﾠtwo	 ﾠWorld	 ﾠWars.	 ﾠIt	 ﾠhighlights	 ﾠhow,	 ﾠeven	 ﾠ
towards	 ﾠthe	 ﾠend	 ﾠof	 ﾠhis	 ﾠlife,	 ﾠthe	 ﾠartist	 ﾠwas	 ﾠstill	 ﾠlearning	 ﾠabout	 ﾠhimself	 ﾠand	 ﾠhow	 ﾠthe	 ﾠ
messages	 ﾠin	 ﾠhis	 ﾠartwork	 ﾠpromoted	 ﾠothers	 ﾠto	 ﾠreflect	 ﾠtoo.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ1964	 ﾠthe	 ﾠItalian	 ﾠcity	 ﾠof	 ﾠFlorence	 ﾠhonours	 ﾠOtto	 ﾠDix	 ﾠby	 ﾠmaking	 ﾠhim	 ﾠan	 ﾠhonorary	 ﾠ
member	 ﾠof	 ﾠthe	 ﾠAccedemia	 ﾠdelle	 ﾠarti	 ﾠdel	 ﾠdisegno,	 ﾠFlorence	 ﾠ(Academy	 ﾠof	 ﾠArt	 ﾠand	 ﾠ
Design)	 ﾠOtto	 ﾠDix	 ﾠdied	 ﾠon	 ﾠthe	 ﾠ25th	 ﾠof	 ﾠJuly	 ﾠ1969	 ﾠat	 ﾠLake	 ﾠConstance	 ﾠin	 ﾠSingen,	 ﾠ
Germany;	 ﾠshortly	 ﾠbefore	 ﾠhis	 ﾠdeath	 ﾠhe	 ﾠreceived	 ﾠthe	 ﾠRembrandt	 ﾠPreis	 ﾠder	 ﾠGoethe-ﾭ‐
Stiftung	 ﾠ(Rembrandt	 ﾠPrise	 ﾠof	 ﾠthe	 ﾠGoethe	 ﾠFoundation),	 ﾠand	 ﾠas	 ﾠHerrmann	 ﾠ(2010,	 ﾠ
p241)	 ﾠpoints	 ﾠout	 ﾠ–	 ﾠDix	 ﾠdescribed	 ﾠall	 ﾠhis	 ﾠhonours	 ﾠas	 ﾠ‘signs	 ﾠof	 ﾠold	 ﾠage’.	 ﾠ	 ﾠ
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 ﾠ
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CHAPTER	 ﾠSEVEN	 ﾠ	 ﾠ
	 ﾠ
CONCLUSION:	 ﾠDIX	 ﾠAND	 ﾠTHE	 ﾠEDUCATIVE	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
7.1	 ﾠIntroduction	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠchapter	 ﾠbrings	 ﾠtogether	 ﾠthe	 ﾠevidence	 ﾠfrom	 ﾠthe	 ﾠlife	 ﾠand	 ﾠartwork	 ﾠof	 ﾠWilhelm	 ﾠ
Heinrich	 ﾠOtto	 ﾠDix	 ﾠas	 ﾠexplored	 ﾠand	 ﾠpresented	 ﾠin	 ﾠchapters	 ﾠ4	 ﾠ–	 ﾠ6,	 ﾠand	 ﾠconcludes	 ﾠthis	 ﾠ
study.	 ﾠThe	 ﾠobjective	 ﾠof	 ﾠthis	 ﾠthesis	 ﾠis	 ﾠto	 ﾠhighlight	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠthe	 ﾠ
life	 ﾠ of	 ﾠ Wilhelm	 ﾠ Heinrich	 ﾠ Otto	 ﾠ and	 ﾠ explore	 ﾠ the	 ﾠ connection	 ﾠ between	 ﾠ his	 ﾠ
educational	 ﾠ trajectory	 ﾠ and	 ﾠ the	 ﾠ formation	 ﾠ of	 ﾠ his	 ﾠ self.	 ﾠ The	 ﾠ study	 ﾠ advances	 ﾠ
knowledge	 ﾠin	 ﾠeducation	 ﾠand	 ﾠbiography	 ﾠby	 ﾠgenerating	 ﾠnew	 ﾠideas	 ﾠfor	 ﾠexploration	 ﾠ
by	 ﾠ combining	 ﾠ narrative	 ﾠ research,	 ﾠ Bourdieusian	 ﾠ theory	 ﾠ with	 ﾠ traditional	 ﾠ art	 ﾠ
historical	 ﾠstrategies	 ﾠof	 ﾠenquiry.	 ﾠThis	 ﾠis	 ﾠachieved	 ﾠby	 ﾠexploring	 ﾠthe	 ﾠartist’s	 ﾠlife	 ﾠand	 ﾠ
his	 ﾠartwork,	 ﾠhis	 ﾠinnate	 ﾠdispositions	 ﾠ(habitus)	 ﾠand	 ﾠthe	 ﾠenvironment	 ﾠin	 ﾠwhich	 ﾠhe	 ﾠ
was	 ﾠ situated	 ﾠ at	 ﾠ large.	 ﾠ Furthermore,	 ﾠ Dix	 ﾠ is	 ﾠ examined	 ﾠ both	 ﾠ as	 ﾠ subject	 ﾠ to	 ﾠ the	 ﾠ
educative	 ﾠand	 ﾠthe	 ﾠeducative	 ﾠas	 ﾠhis	 ﾠsubject	 ﾠ(educator).	 ﾠIn	 ﾠterms	 ﾠof	 ﾠthe	 ﾠeducative	 ﾠas	 ﾠ
his	 ﾠsubject,	 ﾠthis	 ﾠrefers	 ﾠto	 ﾠhis	 ﾠdesire	 ﾠto	 ﾠcause	 ﾠhimself	 ﾠto	 ﾠexperience	 ﾠnew	 ﾠthings,	 ﾠto	 ﾠ
learn	 ﾠ from	 ﾠ those	 ﾠ experiences	 ﾠ and	 ﾠ then	 ﾠ to	 ﾠ share	 ﾠ them	 ﾠ (through	 ﾠ his	 ﾠ art)	 ﾠ with	 ﾠ
others.	 ﾠDix’s	 ﾠmission	 ﾠwas	 ﾠto	 ﾠproduce	 ﾠsocially	 ﾠcritical	 ﾠart,	 ﾠwhich	 ﾠcarried	 ﾠpoignant	 ﾠ
educational	 ﾠmessages	 ﾠto	 ﾠthe	 ﾠGerman	 ﾠmasses.	 ﾠ
	 ﾠ
The	 ﾠ mere	 ﾠ existence	 ﾠ of	 ﾠ educational	 ﾠ discourse,	 ﾠ knowledge	 ﾠ and	 ﾠ ideas	 ﾠ does	 ﾠ not	 ﾠ
substantiate	 ﾠthe	 ﾠnotion	 ﾠthat	 ﾠeducators	 ﾠknow	 ﾠeverything	 ﾠthere	 ﾠis	 ﾠto	 ﾠknow	 ﾠabout	 ﾠ
how	 ﾠ individuals	 ﾠ learn.	 ﾠ An	 ﾠ acceptance	 ﾠ of	 ﾠ current	 ﾠ learning	 ﾠ theories	 ﾠ does	 ﾠ not	 ﾠ
necessarily	 ﾠdenote	 ﾠthat	 ﾠpast	 ﾠtheories	 ﾠon	 ﾠthe	 ﾠsame	 ﾠtopic	 ﾠwere	 ﾠflawed;	 ﾠthis	 ﾠcan	 ﾠ
instead	 ﾠ be	 ﾠ taken	 ﾠ to	 ﾠ represent	 ﾠ a	 ﾠ growth	 ﾠ of	 ﾠ knowledge.	 ﾠ In	 ﾠ fact,	 ﾠ this	 ﾠ argument	 ﾠ
supports	 ﾠ research	 ﾠ that	 ﾠ presents	 ﾠ education	 ﾠ and	 ﾠ its	 ﾠ process	 ﾠ as	 ﾠ evolutionary	 ﾠ
including	 ﾠthe	 ﾠevolution	 ﾠof	 ﾠits	 ﾠpurposes	 ﾠand	 ﾠparticular	 ﾠsocial	 ﾠaudiences	 ﾠ(see	 ﾠsupra	 ﾠ
pp.36	 ﾠ–	 ﾠ41).	 ﾠ	 ﾠ
	 ﾠ
Educators	 ﾠwho	 ﾠhave	 ﾠworked	 ﾠin	 ﾠhigher	 ﾠeducation	 ﾠwill	 ﾠconcede	 ﾠthe	 ﾠpurpose	 ﾠof	 ﾠ
modern	 ﾠ education	 ﾠ largely	 ﾠ depends	 ﾠ on	 ﾠ the	 ﾠ context	 ﾠ in	 ﾠ which	 ﾠ it	 ﾠ is	 ﾠ viewed;	 ﾠ for	 ﾠ
instance	 ﾠ in	 ﾠ vocational	 ﾠ education	 ﾠ employment	 ﾠ statistics	 ﾠ are	 ﾠ often	 ﾠ used	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measures	 ﾠ of	 ﾠ educational	 ﾠ quality	 ﾠ and	 ﾠ the	 ﾠ achievement	 ﾠ of	 ﾠ individual	 ﾠ or	 ﾠ
institutional	 ﾠ commercial	 ﾠ success.	 ﾠ Therefore	 ﾠ these	 ﾠ same	 ﾠ individuals	 ﾠ may	 ﾠ
concentrate	 ﾠon	 ﾠeducation	 ﾠas	 ﾠeither	 ﾠan	 ﾠintellectual	 ﾠactivity	 ﾠor	 ﾠas	 ﾠa	 ﾠmeans	 ﾠto	 ﾠan	 ﾠ
end	 ﾠ (employment),	 ﾠ sometimes	 ﾠ even	 ﾠ both.	 ﾠ What	 ﾠ often	 ﾠ lacks	 ﾠ from	 ﾠ this	 ﾠ is	 ﾠ the	 ﾠ
pivotal	 ﾠrole	 ﾠthat	 ﾠeducation	 ﾠplays	 ﾠin	 ﾠterms	 ﾠof	 ﾠself-ﾭ‐formation,	 ﾠthe	 ﾠnecessary	 ﾠskills	 ﾠ
of	 ﾠlife	 ﾠnavigation	 ﾠand	 ﾠthe	 ﾠdemocratization	 ﾠof	 ﾠhumanity	 ﾠ(building	 ﾠsociety)	 ﾠ–	 ﾠor	 ﾠa	 ﾠ
holistic	 ﾠeducatedness	 ﾠin	 ﾠa	 ﾠbildungian	 ﾠsense.	 ﾠThe	 ﾠresult	 ﾠof	 ﾠsuch	 ﾠeducation	 ﾠis	 ﾠthe	 ﾠ
cyclical	 ﾠ reinforcement	 ﾠ of	 ﾠ institutionalised	 ﾠ notions	 ﾠ of	 ﾠ education	 ﾠ and	 ﾠ the	 ﾠ
educative,	 ﾠand	 ﾠthe	 ﾠproduction	 ﾠof	 ﾠautomatons	 ﾠ(individuals	 ﾠthat	 ﾠare	 ﾠof	 ﾠrelatively	 ﾠ
low	 ﾠor	 ﾠno	 ﾠreal	 ﾠcultural,	 ﾠsocial	 ﾠor	 ﾠ political	 ﾠ benefit).	 ﾠ Otto	 ﾠ Dix	 ﾠis	 ﾠan	 ﾠexample	 ﾠof	 ﾠ
someone	 ﾠinvested	 ﾠwith	 ﾠa	 ﾠholistic	 ﾠeducation,	 ﾠhe	 ﾠwas	 ﾠwilling	 ﾠto	 ﾠlearn	 ﾠexperientially	 ﾠ
and	 ﾠto	 ﾠshare	 ﾠwhat	 ﾠhe	 ﾠhad	 ﾠlearnt	 ﾠwith	 ﾠothers.	 ﾠThis	 ﾠis	 ﾠthe	 ﾠsocial	 ﾠvalue	 ﾠof	 ﾠholistic	 ﾠ
self-ﾭ‐formational	 ﾠeducation.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ analysis	 ﾠ of	 ﾠ Otto	 ﾠ Dix’s	 ﾠ life	 ﾠ in	 ﾠ this	 ﾠ thesis	 ﾠ questions	 ﾠ the	 ﾠ conventional	 ﾠ
understanding	 ﾠ of	 ﾠ learning	 ﾠ that	 ﾠ professional	 ﾠ educators	 ﾠ have.	 ﾠ It	 ﾠ addresses,	 ﾠ
through	 ﾠa	 ﾠbiographical	 ﾠcase	 ﾠstudy	 ﾠapproach,	 ﾠconventional	 ﾠeducational	 ﾠquestions	 ﾠ
relating	 ﾠ to	 ﾠ what	 ﾠ is	 ﾠ educational	 ﾠ by	 ﾠ exploring	 ﾠ so-ﾭ‐called	 ﾠ ‘objective’	 ﾠ truth	 ﾠ and	 ﾠ
‘subjective’	 ﾠ understanding.	 ﾠ More	 ﾠ basically	 ﾠ the	 ﾠ notion	 ﾠ of	 ﾠ what	 ﾠ it	 ﾠ means	 ﾠ to	 ﾠ be	 ﾠ
educated	 ﾠin	 ﾠthe	 ﾠworld	 ﾠat	 ﾠlarge	 ﾠin	 ﾠthe	 ﾠsense	 ﾠof	 ﾠbeing	 ﾠformed	 ﾠand	 ﾠinforming	 ﾠis	 ﾠ
illuminated.	 ﾠThis	 ﾠcan	 ﾠbe	 ﾠstated	 ﾠas	 ﾠan	 ﾠinvestigation	 ﾠof	 ﾠsomething	 ﾠthat	 ﾠcannot	 ﾠbe	 ﾠ
the	 ﾠsubject	 ﾠof	 ﾠpolicy;	 ﾠinner	 ﾠand	 ﾠouter	 ﾠdirection	 ﾠthat	 ﾠin	 ﾠterms	 ﾠof	 ﾠbildung	 ﾠdenotes	 ﾠ
belonging	 ﾠor	 ﾠin	 ﾠdwelling.	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠinquiry	 ﾠinto	 ﾠthe	 ﾠeducational	 ﾠinfluences	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠthrough	 ﾠhis	 ﾠbiography	 ﾠ
and	 ﾠartwork	 ﾠilluminates	 ﾠthe	 ﾠeducative	 ﾠas	 ﾠa	 ﾠprocess	 ﾠthat	 ﾠinvolves	 ﾠa	 ﾠsymbiotic	 ﾠ
relationship	 ﾠbetween	 ﾠlearning	 ﾠand	 ﾠsharing	 ﾠthose	 ﾠexperiences	 ﾠ(educating)	 ﾠwith	 ﾠ
others.	 ﾠ This	 ﾠ study	 ﾠ focuses	 ﾠ on	 ﾠ four	 ﾠ layers	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ namely;	 ﾠ (a)	 ﾠ the	 ﾠ
education	 ﾠ of	 ﾠ the	 ﾠ subject	 ﾠ (Otto	 ﾠ Dix)	 ﾠ who	 ﾠ in	 ﾠ the	 ﾠ broader	 ﾠ application	 ﾠ of	 ﾠ this	 ﾠ
research	 ﾠis	 ﾠan	 ﾠillustrative	 ﾠcase	 ﾠstudy,	 ﾠ(b)	 ﾠhow	 ﾠhe	 ﾠeducated	 ﾠothers,	 ﾠ(c)	 ﾠwhat	 ﾠDix	 ﾠ
has	 ﾠtaught	 ﾠme	 ﾠas	 ﾠthe	 ﾠcreator	 ﾠof	 ﾠhis	 ﾠbiography	 ﾠand	 ﾠ(d)	 ﾠwhat	 ﾠcan	 ﾠbe	 ﾠlearnt	 ﾠfrom	 ﾠ
this	 ﾠanalysis.	 ﾠIn	 ﾠaddition,	 ﾠthis	 ﾠresearch	 ﾠbrings	 ﾠtogether,	 ﾠfor	 ﾠthe	 ﾠfirst	 ﾠtime,	 ﾠnotions	 ﾠ
of	 ﾠDix’s	 ﾠself-ﾭ‐regard,	 ﾠthe	 ﾠperception	 ﾠof	 ﾠthe	 ﾠartist	 ﾠby	 ﾠthose	 ﾠsurrounding	 ﾠhim	 ﾠand	 ﾠthe	 ﾠ	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representations	 ﾠof	 ﾠcontemporary	 ﾠthinkers	 ﾠ(researchers)	 ﾠon	 ﾠthe	 ﾠartist’s	 ﾠopinion	 ﾠ
of	 ﾠhimself.	 ﾠThe	 ﾠaim	 ﾠis	 ﾠto	 ﾠpromote	 ﾠa	 ﾠmore	 ﾠholistic	 ﾠexploration	 ﾠof	 ﾠthe	 ﾠrole	 ﾠthat	 ﾠ
these	 ﾠeducational	 ﾠinfluences	 ﾠplayed	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠbecause,	 ﾠlike	 ﾠtoday,	 ﾠthey	 ﾠwere	 ﾠ
the	 ﾠnotions	 ﾠthat	 ﾠdictated	 ﾠand	 ﾠmeasured	 ﾠsuccess	 ﾠor	 ﾠfailure.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ terms	 ﾠ of	 ﾠ the	 ﾠ biography	 ﾠ and	 ﾠ understanding	 ﾠ the	 ﾠ educative,	 ﾠ this	 ﾠ case	 ﾠ study	 ﾠ
supports	 ﾠthe	 ﾠcontention	 ﾠthat	 ﾠlearning	 ﾠis	 ﾠan	 ﾠinescapably	 ﾠpersonal	 ﾠthing.	 ﾠIt	 ﾠalso	 ﾠ
highlights	 ﾠ that	 ﾠ the	 ﾠ life	 ﾠ course	 ﾠ facilitates	 ﾠ sense	 ﾠ making	 ﾠ that	 ﾠ significantly	 ﾠ
contributes	 ﾠto	 ﾠself-ﾭ‐formation,	 ﾠwhich	 ﾠin	 ﾠturn	 ﾠinfluences	 ﾠthe	 ﾠstrategic	 ﾠnavigation	 ﾠof	 ﾠ
an	 ﾠindividual	 ﾠthrough	 ﾠtheir	 ﾠmany	 ﾠrealities.	 ﾠ	 ﾠ
	 ﾠ
Often	 ﾠeducationalists	 ﾠaccept	 ﾠexperience	 ﾠas	 ﾠfoundational	 ﾠfor	 ﾠlearning	 ﾠbut	 ﾠthen	 ﾠby	 ﾠ
the	 ﾠsame	 ﾠtoken	 ﾠthey	 ﾠdivorce	 ﾠreal	 ﾠlife	 ﾠexperience	 ﾠ(positive	 ﾠand	 ﾠnegative)	 ﾠfrom	 ﾠ
that	 ﾠconsidered	 ﾠas	 ﾠbeing	 ﾠrelevant	 ﾠindustrially	 ﾠfocused	 ﾠexperience.	 ﾠFor	 ﾠinstance,	 ﾠ
students	 ﾠof	 ﾠlaw	 ﾠare	 ﾠencouraged	 ﾠto	 ﾠtake	 ﾠup	 ﾠopportunities	 ﾠof	 ﾠshadowing	 ﾠlearned	 ﾠ
lawyers.	 ﾠ However,	 ﾠ they	 ﾠ may	 ﾠ equally	 ﾠ (educationally)	 ﾠ benefit	 ﾠ from	 ﾠ character	 ﾠ
building	 ﾠspiritual	 ﾠactivities	 ﾠthat	 ﾠinvolve	 ﾠculture	 ﾠand	 ﾠcommunity	 ﾠ–	 ﾠthe	 ﾠlatter	 ﾠof	 ﾠ
which	 ﾠ are	 ﾠ not	 ﾠ often	 ﾠ directly	 ﾠ encouraged.	 ﾠ The	 ﾠ premise	 ﾠ behind	 ﾠ this	 ﾠ train	 ﾠ of	 ﾠ
thought	 ﾠrests	 ﾠfirmly	 ﾠwith	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠone	 ﾠmakes	 ﾠsense	 ﾠof	 ﾠlife	 ﾠ(one’s	 ﾠown	 ﾠand	 ﾠ
that	 ﾠof	 ﾠothers)	 ﾠthrough	 ﾠthe	 ﾠconstruction	 ﾠof	 ﾠmeanings	 ﾠthroughout	 ﾠthe	 ﾠlife	 ﾠcourse,	 ﾠ
especially	 ﾠvia	 ﾠsignificant	 ﾠevents.	 ﾠDix	 ﾠis	 ﾠa	 ﾠgood	 ﾠexample	 ﾠof	 ﾠthis.	 ﾠIn	 ﾠhis	 ﾠlife	 ﾠthese	 ﾠ
experiences	 ﾠincluded	 ﾠhis	 ﾠexposure	 ﾠto	 ﾠart	 ﾠby	 ﾠErnst	 ﾠSchunke,	 ﾠthe	 ﾠFirst	 ﾠand	 ﾠSecond	 ﾠ
World	 ﾠWars,	 ﾠand	 ﾠthe	 ﾠrise	 ﾠof	 ﾠfascism.	 ﾠIt	 ﾠis	 ﾠthese	 ﾠeducationally	 ﾠtransformational	 ﾠ
experiences	 ﾠthat	 ﾠsignificantly	 ﾠcontribute	 ﾠto	 ﾠself-ﾭ‐formation	 ﾠand	 ﾠthe	 ﾠchoices	 ﾠthat	 ﾠ
they	 ﾠsubsequently	 ﾠmake.	 ﾠThese	 ﾠmeanings	 ﾠare	 ﾠin	 ﾠconstant	 ﾠflux;	 ﾠthey	 ﾠare	 ﾠproducts	 ﾠ
of	 ﾠ one’s	 ﾠ own	 ﾠ understandings	 ﾠ and	 ﾠ thus	 ﾠ continually	 ﾠ challenge	 ﾠ and	 ﾠ inform.	 ﾠ
Essentially,	 ﾠ a	 ﾠ holistically	 ﾠ educated	 ﾠ individual	 ﾠ remains	 ﾠ in	 ﾠ a	 ﾠ constant	 ﾠ state	 ﾠ of	 ﾠ
bildung	 ﾠ(self-ﾭ‐formation,	 ﾠeducation	 ﾠand	 ﾠcultivation)	 ﾠand	 ﾠcan	 ﾠbe	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠa	 ﾠ
life	 ﾠlong	 ﾠlearner.	 ﾠBiography	 ﾠis	 ﾠespecially	 ﾠrevealing	 ﾠof	 ﾠbildung	 ﾠin	 ﾠaffording	 ﾠboth	 ﾠ
‘openness’	 ﾠto	 ﾠself-ﾭ‐formation	 ﾠand	 ﾠits	 ﾠdifficulties	 ﾠ–	 ﾠDix’s	 ﾠlife	 ﾠevidences	 ﾠthis	 ﾠbecause	 ﾠ
of	 ﾠthe	 ﾠevents	 ﾠthat	 ﾠtook	 ﾠplace	 ﾠduring	 ﾠhis	 ﾠlife.	 ﾠ	 ﾠ
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Educationalists	 ﾠalso	 ﾠaccept,	 ﾠalbeit	 ﾠas	 ﾠa	 ﾠtruism,	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠlearning	 ﾠis	 ﾠpersonal.	 ﾠ
However,	 ﾠthis	 ﾠacceptance	 ﾠsits	 ﾠuncomfortably	 ﾠwith	 ﾠthe	 ﾠinstitutionalization	 ﾠof	 ﾠand	 ﾠ
learning,	 ﾠand	 ﾠnotably	 ﾠthe	 ﾠvalue	 ﾠ(personal	 ﾠand	 ﾠcultural)	 ﾠof	 ﾠthe	 ﾠeducative.	 ﾠOften	 ﾠ
educational	 ﾠ learning	 ﾠ practices	 ﾠ and	 ﾠ processes	 ﾠ separate	 ﾠ formal	 ﾠ education,	 ﾠ that	 ﾠ
which	 ﾠis	 ﾠrequired	 ﾠas	 ﾠa	 ﾠmatter	 ﾠof	 ﾠpolicy,	 ﾠfrom	 ﾠlearning	 ﾠthat	 ﾠis	 ﾠinformal;	 ﾠthe	 ﾠresult	 ﾠ
is	 ﾠ to	 ﾠ exclude	 ﾠ the	 ﾠ individual-ﾭ‐self	 ﾠ and	 ﾠ their	 ﾠ informal	 ﾠ learning	 ﾠ from	 ﾠ formal	 ﾠ
education	 ﾠand	 ﾠalso	 ﾠindividuals	 ﾠin	 ﾠtheir	 ﾠself-ﾭ‐formation	 ﾠin	 ﾠthe	 ﾠsense	 ﾠof	 ﾠbildung.	 ﾠ
This	 ﾠ can	 ﾠ appear	 ﾠ to	 ﾠ learners	 ﾠ as	 ﾠ disrespect	 ﾠ for	 ﾠ them	 ﾠ and	 ﾠ their	 ﾠ personal	 ﾠ
individuality	 ﾠor	 ﾠidentity.	 ﾠ	 ﾠ
	 ﾠ
Thus,	 ﾠ from	 ﾠ the	 ﾠ perspective	 ﾠ of	 ﾠ the	 ﾠ learner,	 ﾠ the	 ﾠ curriculum	 ﾠ or	 ﾠ syllabi	 ﾠ of	 ﾠ
educational	 ﾠprogrammes	 ﾠor	 ﾠcourses	 ﾠof	 ﾠstudy	 ﾠcan	 ﾠseem	 ﾠdisconnected	 ﾠwith	 ﾠreality.	 ﾠ
Furthermore,	 ﾠ the	 ﾠ selection	 ﾠ of	 ﾠ subjects	 ﾠ they	 ﾠ are	 ﾠ taught	 ﾠ can	 ﾠ begin	 ﾠ to	 ﾠ seem	 ﾠ
arbitrary.	 ﾠThis	 ﾠcan	 ﾠlead	 ﾠto	 ﾠthe	 ﾠperception	 ﾠin	 ﾠthe	 ﾠminds	 ﾠof	 ﾠlearners	 ﾠthat	 ﾠthey	 ﾠare	 ﾠ
being	 ﾠ taught	 ﾠ such	 ﾠ subjects	 ﾠ to	 ﾠ cyclically	 ﾠ reinforce	 ﾠ the	 ﾠ contemporary	 ﾠ states	 ﾠ of	 ﾠ
affairs	 ﾠrather	 ﾠthan	 ﾠto	 ﾠopen	 ﾠtheir	 ﾠminds	 ﾠallowing	 ﾠfor	 ﾠthe	 ﾠcreative	 ﾠexploration	 ﾠand	 ﾠ
questioning	 ﾠof	 ﾠ‘why	 ﾠthings	 ﾠare	 ﾠthe	 ﾠway	 ﾠthey	 ﾠare’.	 ﾠAdditionally,	 ﾠinstitutional	 ﾠissues	 ﾠ
concerning	 ﾠ the	 ﾠ commercial	 ﾠ viability	 ﾠ of	 ﾠ courses	 ﾠ and	 ﾠ the	 ﾠ political	 ﾠ focus	 ﾠ on	 ﾠ the	 ﾠ
measurement	 ﾠof	 ﾠsocial	 ﾠprogression	 ﾠin	 ﾠterms	 ﾠof	 ﾠachieving	 ﾠeducational	 ﾠstandards	 ﾠ
can	 ﾠoften	 ﾠfurther	 ﾠconfuse	 ﾠthe	 ﾠproblem.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ effect	 ﾠ is	 ﾠ to	 ﾠ create	 ﾠ a	 ﾠ rigid	 ﾠ learning	 ﾠ (and	 ﾠ teaching)	 ﾠ environment	 ﾠ that	 ﾠ is	 ﾠ
knowledge-ﾭ‐centred	 ﾠrather	 ﾠthan	 ﾠperson-ﾭ‐centered	 ﾠwhich	 ﾠis,	 ﾠfor	 ﾠmany	 ﾠstudents,	 ﾠan	 ﾠ
uncomfortable	 ﾠ educational	 ﾠ space	 ﾠ that	 ﾠ lacks	 ﾠ freedom	 ﾠ of	 ﾠ personal	 ﾠ choice	 ﾠ and	 ﾠ
expression,	 ﾠand	 ﾠto	 ﾠwhich	 ﾠcreativity,	 ﾠintuition	 ﾠand	 ﾠinnovation	 ﾠand	 ﾠself-ﾭ‐motivation	 ﾠ
fall	 ﾠprey.	 ﾠThus,	 ﾠcontemporary	 ﾠeducational	 ﾠtheory	 ﾠthat	 ﾠseeks	 ﾠto	 ﾠplace	 ﾠknowledge	 ﾠ
back	 ﾠat	 ﾠthe	 ﾠheart	 ﾠof	 ﾠlearning	 ﾠand	 ﾠteaching	 ﾠ(see	 ﾠsupra	 ﾠpp.38	 ﾠ–	 ﾠ39)	 ﾠmay	 ﾠwish	 ﾠto	 ﾠ
embrace	 ﾠ the	 ﾠ notion	 ﾠ of	 ﾠ bildung	 ﾠ for	 ﾠ the	 ﾠ enhancement	 ﾠ of	 ﾠ knowledge-ﾭ‐centric	 ﾠ
educational	 ﾠtheory	 ﾠwith	 ﾠa	 ﾠlearner-ﾭ‐centred	 ﾠapproach.	 ﾠNew	 ﾠtechnology	 ﾠhas	 ﾠpaved	 ﾠ
the	 ﾠ way	 ﾠ for	 ﾠ dealing	 ﾠ with	 ﾠ some	 ﾠ of	 ﾠ this	 ﾠ and	 ﾠ educators’	 ﾠ and	 ﾠ institutions	 ﾠ would	 ﾠ
benefit	 ﾠfrom	 ﾠembracing	 ﾠthe	 ﾠcomfort	 ﾠand	 ﾠexpansiveness,	 ﾠin	 ﾠterms	 ﾠof	 ﾠtime	 ﾠand	 ﾠ
space	 ﾠthat	 ﾠthis	 ﾠbrings	 ﾠto	 ﾠlearning	 ﾠand	 ﾠits	 ﾠenvironment.	 ﾠ	 ﾠ
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The	 ﾠinstitutionalization	 ﾠof	 ﾠeducation	 ﾠ(a	 ﾠfocus	 ﾠon	 ﾠcompetence)	 ﾠoften	 ﾠpresupposes	 ﾠ
narrow	 ﾠ ways	 ﾠ in	 ﾠ which	 ﾠ one	 ﾠ can	 ﾠ achieve	 ﾠ a	 ﾠ particular	 ﾠ intellectual	 ﾠ standard	 ﾠ or	 ﾠ
success	 ﾠhas	 ﾠthe	 ﾠeffect	 ﾠof	 ﾠexcluding	 ﾠthe	 ﾠdiverse	 ﾠlearning	 ﾠprocesses	 ﾠthat	 ﾠexist	 ﾠin	 ﾠ
real-ﾭ‐world	 ﾠ experience.	 ﾠ This	 ﾠ experience	 ﾠ is	 ﾠ the	 ﾠ source	 ﾠ from	 ﾠ which	 ﾠ the	 ﾠ past,	 ﾠ
present	 ﾠand	 ﾠfuture	 ﾠof	 ﾠhumanity	 ﾠflows	 ﾠcontrary	 ﾠto	 ﾠthe	 ﾠintention	 ﾠof	 ﾠpolicy	 ﾠmakers.	 ﾠ
It	 ﾠis	 ﾠalso	 ﾠthe	 ﾠmechanism	 ﾠby	 ﾠwhich	 ﾠlearners	 ﾠbuild	 ﾠtheir	 ﾠunderstanding	 ﾠof	 ﾠtheory	 ﾠ
and	 ﾠtheir	 ﾠpractical	 ﾠapplication.	 ﾠBildung,	 ﾠas	 ﾠsuch,	 ﾠis	 ﾠnot	 ﾠa	 ﾠmanageable	 ﾠproject,	 ﾠbut	 ﾠ
an	 ﾠemergent	 ﾠself-ﾭ‐centred	 ﾠformation.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ cultural	 ﾠ significance	 ﾠ of	 ﾠ the	 ﾠ German	 ﾠ concept	 ﾠ of	 ﾠ bildung	 ﾠ in	 ﾠ the	 ﾠ early	 ﾠ
nineteenth	 ﾠ century	 ﾠ (and	 ﾠ for	 ﾠ the	 ﾠ purposes	 ﾠ of	 ﾠ this	 ﾠ study)	 ﾠ is	 ﾠ that	 ﾠ it	 ﾠ promoted	 ﾠ
education	 ﾠas	 ﾠcultivation	 ﾠof	 ﾠthe	 ﾠinner	 ﾠor	 ﾠsubconscious	 ﾠself.	 ﾠThis	 ﾠfacilitated	 ﾠthe	 ﾠ
golden	 ﾠperiod	 ﾠin	 ﾠGermany’s	 ﾠintellectual	 ﾠand	 ﾠphilosophical	 ﾠhistory	 ﾠ(see	 ﾠWatson	 ﾠ
2010).	 ﾠ Gadamer	 ﾠ describes	 ﾠ it	 ﾠ as	 ﾠ ‘perhaps	 ﾠ the	 ﾠ greatest	 ﾠ idea	 ﾠ of	 ﾠ the	 ﾠ eighteenth	 ﾠ
century’	 ﾠ(1989,	 ﾠp.8).	 ﾠJohann	 ﾠGottfried	 ﾠHerder	 ﾠdefined	 ﾠbildung	 ﾠas	 ﾠa	 ﾠ‘rising	 ﾠup	 ﾠto	 ﾠ
humanity	 ﾠthrough	 ﾠculture’	 ﾠ(Fairfield	 ﾠ2009,	 ﾠp90).	 ﾠHerder’s	 ﾠdefinition	 ﾠwas	 ﾠadapted	 ﾠ
by	 ﾠWilhelm	 ﾠvon	 ﾠHumboldt	 ﾠas	 ﾠ‘the	 ﾠdisposition	 ﾠof	 ﾠmind	 ﾠwhich,	 ﾠfrom	 ﾠthe	 ﾠknowledge	 ﾠ
and	 ﾠthe	 ﾠfeeling	 ﾠof	 ﾠthe	 ﾠtotal	 ﾠintellectual	 ﾠand	 ﾠmoral	 ﾠendeavour,	 ﾠflows	 ﾠharmlessly	 ﾠ
into	 ﾠsensibility	 ﾠand	 ﾠcharacter’	 ﾠ(see	 ﾠGadamer	 ﾠ1989,	 ﾠp.8),	 ﾠin	 ﾠother	 ﾠwords	 ﾠbildung	 ﾠ
directs	 ﾠwhat	 ﾠone	 ﾠbecomes.	 ﾠBildung	 ﾠinstilled	 ﾠin	 ﾠindividuals	 ﾠpower	 ﾠto	 ﾠself-ﾭ‐direct	 ﾠ
because	 ﾠthey	 ﾠhad	 ﾠa	 ﾠholistic	 ﾠgrasp	 ﾠof	 ﾠthe	 ﾠworld	 ﾠsurrounding	 ﾠthem.	 ﾠUnfortunately,	 ﾠ
bildung	 ﾠ was	 ﾠ distorted	 ﾠ in	 ﾠ the	 ﾠ late	 ﾠ nineteenth	 ﾠ and	 ﾠ early	 ﾠ twentieth	 ﾠ century	 ﾠ by	 ﾠ
cultural,	 ﾠeconomic,	 ﾠpolitical,	 ﾠracial	 ﾠand	 ﾠsocial	 ﾠmovements	 ﾠthat	 ﾠsought	 ﾠto	 ﾠspread	 ﾠ
their	 ﾠ counter-ﾭ‐educative	 ﾠ ideological	 ﾠ and	 ﾠ propagandistic	 ﾠ messages	 ﾠ and	 ﾠ achieve	 ﾠ
totalitarian	 ﾠsocial	 ﾠcontrol;	 ﾠnotably	 ﾠin	 ﾠthe	 ﾠrise	 ﾠof	 ﾠfascism	 ﾠand	 ﾠGerman	 ﾠmilitarism,	 ﾠ
and	 ﾠthe	 ﾠclassification	 ﾠof	 ﾠsocial	 ﾠdenigration	 ﾠas	 ﾠbeing	 ﾠevidenced	 ﾠby	 ﾠemancipation,	 ﾠ
and	 ﾠintellectual	 ﾠand	 ﾠsexual	 ﾠliberation.	 ﾠ	 ﾠ
	 ﾠ
At	 ﾠ a	 ﾠ policy	 ﾠ level	 ﾠ the	 ﾠ educational	 ﾠ significance	 ﾠ of	 ﾠ bildung	 ﾠ in	 ﾠ this	 ﾠ study	 ﾠ is	 ﾠ to	 ﾠ
highlight	 ﾠthat	 ﾠeducation,	 ﾠwhich	 ﾠfocuses	 ﾠon	 ﾠcommerce	 ﾠor	 ﾠas	 ﾠa	 ﾠmeans	 ﾠto	 ﾠan	 ﾠend	 ﾠ
(employment),	 ﾠ can	 ﾠ often	 ﾠ lack	 ﾠ the	 ﾠ cultivation	 ﾠ of	 ﾠ those	 ﾠ skills	 ﾠ required	 ﾠ for	 ﾠ self-ﾭ‐
formation	 ﾠand	 ﾠactive	 ﾠparticipation	 ﾠin	 ﾠcommunity,	 ﾠbut	 ﾠalso	 ﾠthe	 ﾠcultivation	 ﾠof	 ﾠthose	 ﾠ
characteristics	 ﾠ that	 ﾠ make-ﾭ‐up	 ﾠ the	 ﾠ very	 ﾠ essence	 ﾠ of	 ﾠ democratic	 ﾠ society.	 ﾠ The	 ﾠ	 ﾠ 198	 ﾠ
educational	 ﾠand	 ﾠsocio-ﾭ‐political	 ﾠdebate	 ﾠthis	 ﾠthesis	 ﾠseeks	 ﾠto	 ﾠraise	 ﾠrelates	 ﾠto	 ﾠthe	 ﾠ
importance	 ﾠof	 ﾠthe	 ﾠpivotal	 ﾠrole	 ﾠthat	 ﾠeducation	 ﾠplays	 ﾠin	 ﾠinstilling	 ﾠin	 ﾠindividuals	 ﾠ
(learners)	 ﾠthe	 ﾠpower	 ﾠto	 ﾠself-ﾭ‐direct	 ﾠthrough	 ﾠa	 ﾠholistic	 ﾠgrasp	 ﾠof	 ﾠthe	 ﾠworld,	 ﾠso	 ﾠthat	 ﾠ
they	 ﾠcan	 ﾠmore	 ﾠsuccessfully	 ﾠparticipate	 ﾠin	 ﾠlocal,	 ﾠnational	 ﾠand	 ﾠglobal	 ﾠcommunities.	 ﾠ
Furthermore,	 ﾠ this	 ﾠ cultivation	 ﾠ is	 ﾠ important	 ﾠ in	 ﾠ exposing	 ﾠ communal	 ﾠ decay	 ﾠ to	 ﾠ
cultural,	 ﾠeconomic,	 ﾠpolitical,	 ﾠracial	 ﾠand	 ﾠsocial	 ﾠmovements	 ﾠthat	 ﾠare	 ﾠbeing	 ﾠused	 ﾠto	 ﾠ
spread	 ﾠcounter-ﾭ‐educative	 ﾠand	 ﾠanti-ﾭ‐humanistic	 ﾠmessages.	 ﾠ
	 ﾠ
Contemporary	 ﾠeconomic,	 ﾠsocial	 ﾠand	 ﾠpolitical	 ﾠstructures	 ﾠrequire	 ﾠeducationalists	 ﾠ
to	 ﾠ interrogate	 ﾠ multi-ﾭ‐dimensional	 ﾠ and	 ﾠ complex	 ﾠ interconnections	 ﾠ in	 ﾠ vivo	 ﾠ (in	 ﾠ
practise).	 ﾠBildung	 ﾠis	 ﾠcentral	 ﾠto	 ﾠthe	 ﾠlearning	 ﾠprocess;	 ﾠDix	 ﾠas	 ﾠa	 ﾠcase	 ﾠstudy	 ﾠhighlights	 ﾠ
that	 ﾠthis	 ﾠis	 ﾠa	 ﾠhumanistic	 ﾠway	 ﾠin	 ﾠwhich	 ﾠan	 ﾠindividual’s	 ﾠnatural	 ﾠabilities	 ﾠand	 ﾠtalents	 ﾠ
can	 ﾠ develop.	 ﾠ Embracing	 ﾠ the	 ﾠ notion	 ﾠ of	 ﾠ bildung	 ﾠ can	 ﾠ promote	 ﾠ an	 ﾠ effective	 ﾠ and	 ﾠ
holistic	 ﾠeducation	 ﾠthat	 ﾠfrees	 ﾠlearning	 ﾠfrom	 ﾠcertain	 ﾠinstitutional	 ﾠconstraints.	 ﾠThis	 ﾠ
focus	 ﾠreconnects	 ﾠformal	 ﾠeducation	 ﾠwith	 ﾠinformal	 ﾠeducation	 ﾠto	 ﾠthe	 ﾠwhole	 ﾠperson	 ﾠ
including	 ﾠthe	 ﾠcognitive,	 ﾠemotional,	 ﾠphysical,	 ﾠpsychological,	 ﾠsocial	 ﾠand	 ﾠspiritual.	 ﾠ
The	 ﾠeffect	 ﾠof	 ﾠthis	 ﾠis	 ﾠto	 ﾠpromote	 ﾠcreativity	 ﾠso	 ﾠthat	 ﾠlearners	 ﾠare	 ﾠfree	 ﾠto	 ﾠexplore	 ﾠand	 ﾠ
investigate	 ﾠ challenging	 ﾠ subjects	 ﾠ using	 ﾠ their	 ﾠ imagination,	 ﾠ thereby	 ﾠ generating	 ﾠ
original	 ﾠand	 ﾠprogressive	 ﾠideas	 ﾠ–	 ﾠbut	 ﾠalso	 ﾠto	 ﾠmake	 ﾠchoices,	 ﾠquestion	 ﾠstructures	 ﾠ
and	 ﾠfreely	 ﾠexpress	 ﾠtheir	 ﾠselves.	 ﾠFurthermore,	 ﾠsuch	 ﾠa	 ﾠlearning	 ﾠspace	 ﾠtranscends	 ﾠ
traditional	 ﾠ ideas,	 ﾠ rules	 ﾠ and	 ﾠ relationships	 ﾠ to	 ﾠ create	 ﾠ meaningful	 ﾠ new	 ﾠ ideas,	 ﾠ
interpretations	 ﾠand	 ﾠlearning	 ﾠmethods,	 ﾠone	 ﾠof	 ﾠwhich	 ﾠis	 ﾠthrough	 ﾠthe	 ﾠinnovative	 ﾠuse	 ﾠ
of	 ﾠnew	 ﾠtechnologies	 ﾠof	 ﾠexpressiveness.	 ﾠ	 ﾠ
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7.2	 ﾠWilhelm	 ﾠHeinrich	 ﾠOtto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
I	 ﾠdemonstrate	 ﾠin	 ﾠchapters	 ﾠ4	 ﾠ–	 ﾠ6	 ﾠOtto	 ﾠDix’s	 ﾠconscious	 ﾠneed	 ﾠfor	 ﾠregard	 ﾠand	 ﾠself-ﾭ‐
regard,	 ﾠand	 ﾠhow	 ﾠhe	 ﾠwas	 ﾠregarded	 ﾠand	 ﾠinformed	 ﾠby	 ﾠthat	 ﾠregard	 ﾠin	 ﾠa	 ﾠbildungian	 ﾠ
sense.	 ﾠThis	 ﾠevidences	 ﾠthat	 ﾠthe	 ﾠeducative	 ﾠis	 ﾠin	 ﾠfact	 ﾠa	 ﾠfar	 ﾠbroader	 ﾠfield	 ﾠof	 ﾠconcern	 ﾠ
than	 ﾠ that	 ﾠ often	 ﾠ presented	 ﾠ by	 ﾠ its	 ﾠ modern	 ﾠ definitions.	 ﾠ This	 ﾠ is	 ﾠ because	 ﾠ the	 ﾠ
educative	 ﾠis	 ﾠalso	 ﾠhabitual	 ﾠ–	 ﾠit	 ﾠis	 ﾠlife	 ﾠaffirming	 ﾠ(living	 ﾠones	 ﾠbeing)	 ﾠbecause	 ﾠpeople	 ﾠ
learn	 ﾠabout	 ﾠthemselves	 ﾠand	 ﾠthrough	 ﾠtheir	 ﾠactions	 ﾠoften	 ﾠteach	 ﾠthe	 ﾠworld	 ﾠabout	 ﾠ
this	 ﾠlearning	 ﾠtoo.	 ﾠTherefore,	 ﾠthe	 ﾠinvestigation	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠhighlights	 ﾠhow	 ﾠDix	 ﾠ
was	 ﾠ educated	 ﾠ in	 ﾠ the	 ﾠ world	 ﾠ at	 ﾠ large	 ﾠ that	 ﾠ at	 ﾠ an	 ﾠ individual	 ﾠ level	 ﾠ includes	 ﾠ the	 ﾠ
creative,	 ﾠdramatic	 ﾠand	 ﾠtraumatic.	 ﾠIt	 ﾠalso	 ﾠevidences	 ﾠhow	 ﾠthis	 ﾠartist	 ﾠwas	 ﾠformed	 ﾠ
(bildung)	 ﾠ and	 ﾠ helped	 ﾠ form	 ﾠ others	 ﾠ less	 ﾠ parochially	 ﾠ by	 ﾠ sharing	 ﾠ his	 ﾠ experiences	 ﾠ
through	 ﾠhis	 ﾠartwork.	 ﾠ
 
The	 ﾠprovince	 ﾠof	 ﾠthe	 ﾠartist	 ﾠis	 ﾠto	 ﾠteach	 ﾠthe	 ﾠworld	 ﾠthrough	 ﾠhis	 ﾠor	 ﾠher	 ﾠown	 ﾠartwork.	 ﾠ
Dix	 ﾠcan	 ﾠbe	 ﾠdescribed	 ﾠas	 ﾠan	 ﾠindividual	 ﾠrepresenting	 ﾠa	 ﾠturbulent	 ﾠperiod	 ﾠin	 ﾠGerman	 ﾠ
history	 ﾠ–	 ﾠa	 ﾠperiod	 ﾠthat	 ﾠincluded	 ﾠheightened	 ﾠenlightenment,	 ﾠcultural	 ﾠand	 ﾠsocial	 ﾠ
growth,	 ﾠ and	 ﾠ intellectual	 ﾠ life	 ﾠ but	 ﾠ also	 ﾠ destructive	 ﾠ political	 ﾠ extremism.	 ﾠ Dix’s	 ﾠ
artwork	 ﾠexhibits	 ﾠthis	 ﾠturbulence.	 ﾠHis	 ﾠart	 ﾠand	 ﾠexperiences	 ﾠattest	 ﾠto	 ﾠthe	 ﾠbildung	 ﾠ
that	 ﾠ is	 ﾠ the	 ﾠ achievement	 ﾠ of	 ﾠ inner	 ﾠ education,	 ﾠ developing	 ﾠ the	 ﾠ higher	 ﾠ human	 ﾠ
sensibilities.	 ﾠHe	 ﾠwas	 ﾠinvested	 ﾠwith	 ﾠbildung	 ﾠ(and	 ﾠweltschmerz	 ﾠ(world-ﾭ‐pain))	 ﾠand	 ﾠ
he	 ﾠis	 ﾠregarded	 ﾠas	 ﾠhaving	 ﾠbeen	 ﾠa	 ﾠlearned	 ﾠand	 ﾠself-ﾭ‐directing	 ﾠindividual	 ﾠbecause	 ﾠhe	 ﾠ
did	 ﾠnot	 ﾠfeel	 ﾠpressured	 ﾠto	 ﾠconform	 ﾠand	 ﾠdid	 ﾠnot	 ﾠsuccumb	 ﾠto	 ﾠsuch	 ﾠpressure.	 ﾠIt	 ﾠis	 ﾠ
postulated	 ﾠthat	 ﾠthis	 ﾠis	 ﾠbecause	 ﾠhe	 ﾠhad	 ﾠa	 ﾠholistically	 ﾠeducated	 ﾠgrasp	 ﾠof	 ﾠthe	 ﾠworld	 ﾠ
that	 ﾠsurrounded	 ﾠhim	 ﾠthrough	 ﾠthe	 ﾠgeneration	 ﾠand	 ﾠhabit	 ﾠof	 ﾠhis	 ﾠstrategic-ﾭ‐self	 ﾠthat	 ﾠ
was	 ﾠboth	 ﾠinner	 ﾠand	 ﾠouter-ﾭ‐directed.	 ﾠThis	 ﾠwas	 ﾠpivotal	 ﾠin	 ﾠreinforcing	 ﾠhis	 ﾠability	 ﾠto	 ﾠ
think	 ﾠand	 ﾠexpress	 ﾠhimself	 ﾠfreely,	 ﾠsharing	 ﾠhis	 ﾠlife	 ﾠexperiences	 ﾠand	 ﾠquestioning	 ﾠthe	 ﾠ
then	 ﾠcontemporary	 ﾠideologies	 ﾠthrough	 ﾠhis	 ﾠartwork	 ﾠeven	 ﾠin	 ﾠthe	 ﾠmost	 ﾠadverse	 ﾠof	 ﾠ
situations.	 ﾠ	 ﾠ
	 ﾠ
Interestingly,	 ﾠ this	 ﾠ German	 ﾠ ideology	 ﾠ (bildung)	 ﾠ has	 ﾠ no	 ﾠ equivalent	 ﾠ concept	 ﾠ
elsewhere	 ﾠin	 ﾠthe	 ﾠworld.	 ﾠAs	 ﾠDix’s	 ﾠlife	 ﾠevidences	 ﾠbildung	 ﾠis	 ﾠthe	 ﾠachievement	 ﾠof	 ﾠ
inner	 ﾠeducation	 ﾠand	 ﾠdevelopment	 ﾠof	 ﾠthe	 ﾠhigher	 ﾠhuman	 ﾠbeing	 ﾠthat	 ﾠis	 ﾠwithin	 ﾠone.	 ﾠ	 ﾠ 200	 ﾠ
Bildung	 ﾠinvested	 ﾠin	 ﾠDix,	 ﾠalong	 ﾠwith	 ﾠhis	 ﾠstrategic-ﾭ‐self,	 ﾠensured	 ﾠthat	 ﾠthe	 ﾠartist’s	 ﾠlife	 ﾠ
orientation	 ﾠhad	 ﾠsome	 ﾠform	 ﾠof	 ﾠcoherency,	 ﾠand	 ﾠthat	 ﾠhe	 ﾠwas	 ﾠeducated	 ﾠas	 ﾠa	 ﾠcultural	 ﾠ
and	 ﾠethical	 ﾠpersonality.	 ﾠIt	 ﾠallowed	 ﾠhim	 ﾠto	 ﾠ‘read’	 ﾠsociety	 ﾠand	 ﾠits	 ﾠfuture	 ﾠtrajectory.	 ﾠ
Dix’s	 ﾠinner	 ﾠeducation	 ﾠand	 ﾠresultant	 ﾠcreative	 ﾠformation	 ﾠpromoted	 ﾠself-ﾭ‐realisation,	 ﾠ
educating	 ﾠand	 ﾠhelping	 ﾠhim	 ﾠlearn	 ﾠabout	 ﾠthe	 ﾠworld	 ﾠand	 ﾠhimself	 ﾠthrough	 ﾠnature	 ﾠits	 ﾠ
deformation	 ﾠ and	 ﾠ transformation,	 ﾠ and	 ﾠ experience;	 ﾠ attaining	 ﾠ a	 ﾠ constructive	 ﾠ
education	 ﾠpromoting	 ﾠa	 ﾠcompellingly	 ﾠhumanistic	 ﾠand	 ﾠpractical	 ﾠsystem	 ﾠof	 ﾠvalues	 ﾠ
around	 ﾠwhich	 ﾠhe	 ﾠbuilt	 ﾠhis	 ﾠpersonal,	 ﾠprofessional,	 ﾠsocial	 ﾠand	 ﾠpolitical	 ﾠlife.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠ educative	 ﾠ lies	 ﾠ in	 ﾠ the	 ﾠ educational	 ﾠ influences	 ﾠ on	 ﾠ Dix	 ﾠ and	 ﾠ his	 ﾠ educational	 ﾠ
experiences.	 ﾠThe	 ﾠartist	 ﾠwas	 ﾠan	 ﾠeducational	 ﾠexample;	 ﾠhe	 ﾠacted	 ﾠas	 ﾠan	 ﾠexemplar	 ﾠand	 ﾠ
his	 ﾠart	 ﾠis	 ﾠevidence	 ﾠof	 ﾠhis	 ﾠactions	 ﾠas	 ﾠan	 ﾠexemplar.	 ﾠIn	 ﾠother	 ﾠwords,	 ﾠthe	 ﾠeducative	 ﾠis	 ﾠ
evidenced	 ﾠby	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠDix	 ﾠconstantly	 ﾠre-ﾭ‐teaches	 ﾠhimself	 ﾠ(and	 ﾠothers)	 ﾠmuch	 ﾠof	 ﾠ
what	 ﾠhe	 ﾠhad	 ﾠformally	 ﾠand	 ﾠinformally	 ﾠlearnt,	 ﾠthis	 ﾠwas	 ﾠespecially	 ﾠtrue	 ﾠin	 ﾠterms	 ﾠof	 ﾠ
the	 ﾠ significant	 ﾠ events	 ﾠ in	 ﾠ his	 ﾠ life.	 ﾠ For	 ﾠ instance,	 ﾠ in	 ﾠ 1914	 ﾠ when	 ﾠ the	 ﾠ artist	 ﾠ
volunteered	 ﾠfor	 ﾠthe	 ﾠGerman	 ﾠarmy	 ﾠhis	 ﾠexperiences,	 ﾠas	 ﾠdepicted	 ﾠin	 ﾠhis	 ﾠartwork,	 ﾠ
substantiate	 ﾠhow	 ﾠhis	 ﾠbildung	 ﾠwas	 ﾠdistorted	 ﾠby	 ﾠwar.	 ﾠHis	 ﾠbildung	 ﾠwas	 ﾠalso	 ﾠaffected	 ﾠ
by	 ﾠ the	 ﾠ Peace	 ﾠ Treaty	 ﾠ of	 ﾠ Versailles	 ﾠ (1919)	 ﾠ which	 ﾠ many	 ﾠ Germans	 ﾠ felt	 ﾠ imposed	 ﾠ
harsh	 ﾠand	 ﾠcruel	 ﾠpunishment	 ﾠon	 ﾠthem	 ﾠpost-ﾭ‐First	 ﾠWorld	 ﾠWar.	 ﾠThe	 ﾠWeimar	 ﾠera,	 ﾠa	 ﾠ
period	 ﾠ of	 ﾠ massive	 ﾠ German	 ﾠ intellectual	 ﾠ and	 ﾠ sexual	 ﾠ revolution,	 ﾠ and	 ﾠ the	 ﾠ later	 ﾠ
degeneration	 ﾠof	 ﾠpolitical	 ﾠideology	 ﾠ(Nazi	 ﾠera)	 ﾠalso	 ﾠimpacted	 ﾠon	 ﾠDix’s	 ﾠbildung,	 ﾠand	 ﾠ
the	 ﾠ artist	 ﾠ explored	 ﾠ this	 ﾠ in	 ﾠ his	 ﾠ artwork	 ﾠ through	 ﾠ themes	 ﾠ of	 ﾠ sex	 ﾠ and	 ﾠ violence.	 ﾠ
During	 ﾠ this	 ﾠ period	 ﾠ in	 ﾠ his	 ﾠ life,	 ﾠ the	 ﾠ artist	 ﾠ challenged	 ﾠ his	 ﾠ bildung	 ﾠ but	 ﾠ was	 ﾠ still	 ﾠ
affected	 ﾠby	 ﾠit	 ﾠfor	 ﾠthe	 ﾠsake	 ﾠof	 ﾠhis	 ﾠviewers	 ﾠbecause	 ﾠof	 ﾠhis	 ﾠpotent	 ﾠdesire	 ﾠto	 ﾠshare	 ﾠhis	 ﾠ
own	 ﾠexperiences.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠthe	 ﾠlatter	 ﾠpoint,	 ﾠthis	 ﾠdoes	 ﾠnot	 ﾠnecessarily	 ﾠmean	 ﾠ
others	 ﾠ were	 ﾠ willing	 ﾠ to	 ﾠ listen,	 ﾠ and	 ﾠ perhaps	 ﾠ this	 ﾠ is	 ﾠ why	 ﾠ the	 ﾠ artist	 ﾠ deployed	 ﾠ
outrageous	 ﾠimagery.	 ﾠIn	 ﾠso	 ﾠdoing,	 ﾠDix	 ﾠengaged	 ﾠthe	 ﾠmasses	 ﾠbecause	 ﾠhe	 ﾠwas	 ﾠtelling	 ﾠ
their	 ﾠstory,	 ﾠand	 ﾠthus	 ﾠhe	 ﾠmade	 ﾠmany	 ﾠpolitical	 ﾠenemies.	 ﾠThe	 ﾠfact	 ﾠthat	 ﾠthe	 ﾠartist	 ﾠdid	 ﾠ
this	 ﾠis	 ﾠdifficult	 ﾠto	 ﾠreconcile	 ﾠwith	 ﾠhis	 ﾠlavish	 ﾠlifestyle	 ﾠand	 ﾠbourgeoisie	 ﾠtype	 ﾠactivities	 ﾠ
–	 ﾠsomething	 ﾠthat	 ﾠthe	 ﾠartist	 ﾠhimself	 ﾠdid	 ﾠnot	 ﾠtake	 ﾠto	 ﾠbe	 ﾠcategorised	 ﾠas	 ﾠsuch.	 ﾠDix’s	 ﾠ
life,	 ﾠwhen	 ﾠcontextualised	 ﾠthrough	 ﾠthe	 ﾠGerman	 ﾠideology	 ﾠof	 ﾠbildung	 ﾠhighlights	 ﾠhow	 ﾠ
he	 ﾠwas	 ﾠeducated	 ﾠin	 ﾠwhat	 ﾠcould	 ﾠbe	 ﾠdescribed	 ﾠas	 ﾠa	 ﾠpost-ﾭ‐enlightened	 ﾠworld.	 ﾠ	 ﾠ
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7.3	 ﾠDix’s	 ﾠStrategic-ﾭ‐self	 ﾠand	 ﾠa	 ﾠComfortable	 ﾠEducational	 ﾠSpace	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠnotion	 ﾠof	 ﾠthe	 ﾠcomfortable	 ﾠeducational	 ﾠspace	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠrefers	 ﾠto	 ﾠhis	 ﾠself-ﾭ‐
discovery	 ﾠ through	 ﾠ creative	 ﾠ exploration.	 ﾠ The	 ﾠ concept	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ as	 ﾠ
discussed	 ﾠthroughout	 ﾠthis	 ﾠstudy	 ﾠconcerns	 ﾠboth	 ﾠ‘forming’	 ﾠand	 ﾠ‘being	 ﾠformed’	 ﾠas	 ﾠa	 ﾠ
self	 ﾠ(see	 ﾠsupra	 ﾠpp.83	 ﾠ–	 ﾠ84).	 ﾠDirected	 ﾠby	 ﾠbildung	 ﾠ(self-ﾭ‐formation,	 ﾠeducation	 ﾠand	 ﾠ
cultivation)	 ﾠthe	 ﾠstrategic-ﾭ‐self	 ﾠis	 ﾠone	 ﾠwho	 ﾠis	 ﾠlocated	 ﾠand	 ﾠcontextualised	 ﾠin	 ﾠterms	 ﾠof	 ﾠ
three	 ﾠ dimensions,	 ﾠ (a)	 ﾠ personal	 ﾠ educational	 ﾠ experiences	 ﾠ and	 ﾠ reflective	 ﾠ
development,	 ﾠ both	 ﾠ formal	 ﾠ and	 ﾠ informal	 ﾠ and	 ﾠ accidental	 ﾠ or	 ﾠ contingent,	 ﾠ (b)	 ﾠ as	 ﾠ
contributing	 ﾠto	 ﾠthe	 ﾠformation	 ﾠof	 ﾠsignificant	 ﾠothers	 ﾠ(Otto	 ﾠDix’s	 ﾠlocal	 ﾠinfluences	 ﾠon	 ﾠ
fellow-ﾭ‐artists)	 ﾠ and	 ﾠ (c)	 ﾠ as	 ﾠ a	 ﾠ creative	 ﾠ artist	 ﾠ who	 ﾠ contributes	 ﾠ to	 ﾠ wider	 ﾠ cultural	 ﾠ
movements	 ﾠand	 ﾠpatterns;	 ﾠthese	 ﾠare	 ﾠmore	 ﾠcosmopolitan.	 ﾠ	 ﾠ
	 ﾠ
Otto	 ﾠDix	 ﾠwas	 ﾠin	 ﾠa	 ﾠconstant	 ﾠstate	 ﾠof	 ﾠbildung	 ﾠand	 ﾠthe	 ﾠelements	 ﾠof	 ﾠhis	 ﾠstrategic-ﾭ‐self	 ﾠ
are	 ﾠrevealed	 ﾠwhere	 ﾠhis	 ﾠbiography	 ﾠis	 ﾠcombined	 ﾠwith	 ﾠhis	 ﾠartwork,	 ﾠthis	 ﾠincludes	 ﾠ
sense-ﾭ‐maker,	 ﾠ decision-ﾭ‐maker,	 ﾠ negotiator	 ﾠ and	 ﾠ challenger	 ﾠ of	 ﾠ convention.	 ﾠ Dix’s	 ﾠ
bildung	 ﾠand	 ﾠstrategic-ﾭ‐self,	 ﾠcreated	 ﾠa	 ﾠlearning	 ﾠspace	 ﾠin	 ﾠwhich	 ﾠhe	 ﾠwas	 ﾠcomfortable	 ﾠ
and	 ﾠopen	 ﾠto	 ﾠimaginative,	 ﾠinnovative,	 ﾠnew	 ﾠand	 ﾠoriginal	 ﾠideas	 ﾠand	 ﾠperspectives.	 ﾠ
This	 ﾠlearning	 ﾠspace	 ﾠincluded	 ﾠhis	 ﾠformal	 ﾠlearning	 ﾠfrom	 ﾠhis	 ﾠtime	 ﾠas	 ﾠan	 ﾠapprentice	 ﾠ
decorative	 ﾠpainter	 ﾠunder	 ﾠMaster	 ﾠSenff,	 ﾠstudying	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠSchool	 ﾠof	 ﾠArts	 ﾠ
and	 ﾠCrafts	 ﾠand	 ﾠlater	 ﾠin	 ﾠlife	 ﾠbecoming	 ﾠa	 ﾠProfessor	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠAcademy	 ﾠof	 ﾠFine	 ﾠ
Art.	 ﾠIt	 ﾠalso	 ﾠincluded	 ﾠhis	 ﾠinformal	 ﾠlearning	 ﾠvia	 ﾠhis	 ﾠexposure	 ﾠto	 ﾠhis	 ﾠpainter	 ﾠcousin	 ﾠ
Fritz	 ﾠAmann,	 ﾠhis	 ﾠfather	 ﾠErnst	 ﾠFranz	 ﾠDix’s	 ﾠsocialist	 ﾠideologies,	 ﾠDix’s	 ﾠparticipation	 ﾠ
in	 ﾠ the	 ﾠ First	 ﾠ and	 ﾠ Second	 ﾠ World	 ﾠ Wars,	 ﾠ his	 ﾠ commissioner	 ﾠ Karl	 ﾠ Nierendorf’s	 ﾠ
influence	 ﾠ on	 ﾠ the	 ﾠ commercial	 ﾠ viability	 ﾠ of	 ﾠ his	 ﾠ work,	 ﾠ and	 ﾠ from	 ﾠ a	 ﾠ spiritual	 ﾠ
perspective	 ﾠthe	 ﾠMazdaznan	 ﾠfaith	 ﾠpossibly	 ﾠthrough	 ﾠhis	 ﾠmother	 ﾠPauline	 ﾠLouise	 ﾠDix.	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠsame	 ﾠlearning	 ﾠspace	 ﾠpromoted,	 ﾠin	 ﾠterms	 ﾠof	 ﾠeducation,	 ﾠa	 ﾠheightened	 ﾠcreative	 ﾠ
expression	 ﾠand	 ﾠsense	 ﾠof	 ﾠcollective	 ﾠand	 ﾠsocial	 ﾠresponsibility	 ﾠthrough	 ﾠwhich	 ﾠhe	 ﾠ
sought	 ﾠto	 ﾠcontribute	 ﾠto	 ﾠthe	 ﾠformation	 ﾠof	 ﾠsignificant	 ﾠothers.	 ﾠThis	 ﾠis	 ﾠsomething	 ﾠthat	 ﾠ
is	 ﾠvisible	 ﾠthroughout	 ﾠthe	 ﾠartist’s	 ﾠwork	 ﾠand	 ﾠother	 ﾠnotable	 ﾠactions	 ﾠ–	 ﾠfor	 ﾠinstance	 ﾠhis	 ﾠ
not	 ﾠemigrating	 ﾠto	 ﾠthe	 ﾠUnited	 ﾠStates	 ﾠof	 ﾠAmerica	 ﾠbut	 ﾠbeing	 ﾠable	 ﾠto	 ﾠimmerse	 ﾠhimself	 ﾠ
in	 ﾠelements	 ﾠof	 ﾠAmerican	 ﾠculture	 ﾠin	 ﾠGermany,	 ﾠthe	 ﾠexperientially	 ﾠcontextualised	 ﾠ	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 ﾠ
messages	 ﾠ in	 ﾠ his	 ﾠ artwork,	 ﾠ Dix	 ﾠ terminating	 ﾠ his	 ﾠ contract	 ﾠ with	 ﾠ Nierendorf	 ﾠ on	 ﾠ
appointment	 ﾠas	 ﾠa	 ﾠProfessor	 ﾠat	 ﾠthe	 ﾠDresden	 ﾠAcademy	 ﾠof	 ﾠFine	 ﾠArt	 ﾠand	 ﾠthe	 ﾠartist’s	 ﾠ
inner	 ﾠmigration	 ﾠpost-ﾭ‐1945.	 ﾠ	 ﾠ
	 ﾠ
Like	 ﾠany	 ﾠother	 ﾠhuman	 ﾠbeing	 ﾠDix	 ﾠalso	 ﾠmade	 ﾠsense	 ﾠof	 ﾠhis	 ﾠself-ﾭ‐regard	 ﾠthrough	 ﾠhis	 ﾠ
actions	 ﾠand	 ﾠachievements.	 ﾠHe	 ﾠwas	 ﾠable	 ﾠto	 ﾠquestion	 ﾠthe	 ﾠdecisions	 ﾠthat	 ﾠhe	 ﾠmade,	 ﾠ
for	 ﾠinstance	 ﾠpartaking	 ﾠin	 ﾠthe	 ﾠFirst	 ﾠWorld	 ﾠWar	 ﾠand	 ﾠnot	 ﾠemigrating	 ﾠto	 ﾠthe	 ﾠUnited	 ﾠ
States	 ﾠof	 ﾠAmerica.	 ﾠThere	 ﾠwere	 ﾠperiods	 ﾠin	 ﾠDix’s	 ﾠlife	 ﾠwhere	 ﾠhe	 ﾠhad	 ﾠto	 ﾠcompromise	 ﾠ
and	 ﾠnegotiate;	 ﾠonce	 ﾠagain	 ﾠhis	 ﾠcontract	 ﾠwith	 ﾠKarl	 ﾠNierendorf	 ﾠis	 ﾠa	 ﾠgood	 ﾠexample	 ﾠof	 ﾠ
this.	 ﾠDix	 ﾠwas	 ﾠalso	 ﾠa	 ﾠ‘revolutionary’	 ﾠbecause	 ﾠhe	 ﾠrefused	 ﾠto	 ﾠcompromise	 ﾠand	 ﾠchose	 ﾠ
to	 ﾠeducate	 ﾠsociety,	 ﾠwithout	 ﾠsocial	 ﾠclass	 ﾠfavour,	 ﾠfrom	 ﾠmessages	 ﾠdrawn	 ﾠout	 ﾠof	 ﾠhis	 ﾠ
experiences	 ﾠin	 ﾠboth	 ﾠWorld	 ﾠWars.	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠartwork	 ﾠis	 ﾠevidence	 ﾠof	 ﾠhis	 ﾠexperiential	 ﾠlearning	 ﾠbut	 ﾠit	 ﾠis	 ﾠalso	 ﾠself-ﾭ‐reflexive.	 ﾠ	 ﾠ
He	 ﾠcultivated	 ﾠthe	 ﾠability	 ﾠto	 ﾠ‘detach’	 ﾠself	 ﾠfrom	 ﾠdramatic	 ﾠand	 ﾠtraumatic	 ﾠexperience	 ﾠ
and	 ﾠsubsequently	 ﾠshare	 ﾠwhat	 ﾠhe	 ﾠhad	 ﾠlearnt.	 ﾠThus,	 ﾠthis	 ﾠartist’s	 ﾠreflexivity	 ﾠin	 ﾠterms	 ﾠ
of	 ﾠhis	 ﾠexperience	 ﾠcontributed	 ﾠto	 ﾠthe	 ﾠdevelopment	 ﾠof	 ﾠhis	 ﾠlife	 ﾠskills	 ﾠbecause	 ﾠhis	 ﾠ
objective	 ﾠ knowledge	 ﾠ was	 ﾠ subjectively	 ﾠ informed.	 ﾠ This,	 ﾠ from	 ﾠ an	 ﾠ educational	 ﾠ
perspective,	 ﾠ was	 ﾠ cultivated	 ﾠ in	 ﾠ a	 ﾠ creative,	 ﾠ comfortable	 ﾠ and	 ﾠ open	 ﾠ educational	 ﾠ
space	 ﾠwhere	 ﾠhe	 ﾠfelt	 ﾠempowered.	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠartwork	 ﾠis	 ﾠimbued	 ﾠwith	 ﾠeducational	 ﾠmessages	 ﾠwhich	 ﾠwhen	 ﾠreleased	 ﾠto	 ﾠthe	 ﾠ
world	 ﾠwas	 ﾠno	 ﾠlonger	 ﾠhis.	 ﾠFrom	 ﾠthat	 ﾠmoment	 ﾠonwards	 ﾠit	 ﾠwas	 ﾠup	 ﾠto	 ﾠthe	 ﾠviewers	 ﾠof	 ﾠ
his	 ﾠartwork	 ﾠto	 ﾠmake	 ﾠof	 ﾠit	 ﾠwhat	 ﾠthey	 ﾠthought	 ﾠfit.	 ﾠHence,	 ﾠas	 ﾠwe	 ﾠlearnt	 ﾠin	 ﾠchapters	 ﾠ4	 ﾠ
–	 ﾠ6,	 ﾠhis	 ﾠwork	 ﾠreceived	 ﾠa	 ﾠmixed	 ﾠreception;	 ﾠthe	 ﾠGerman	 ﾠpublic	 ﾠwas	 ﾠoften	 ﾠoutraged	 ﾠ
and	 ﾠthe	 ﾠThird	 ﾠReich	 ﾠclassified	 ﾠit	 ﾠas	 ﾠdegenerate	 ﾠand	 ﾠanti-ﾭ‐German,	 ﾠeven	 ﾠthough	 ﾠ
Dix’s	 ﾠartwork	 ﾠwas	 ﾠconsidered	 ﾠduring	 ﾠthe	 ﾠWeimar	 ﾠperiod	 ﾠto	 ﾠbe	 ﾠrepresentative	 ﾠof	 ﾠ
Germany	 ﾠand	 ﾠits	 ﾠpeople.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
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7.4	 ﾠThe	 ﾠEducative	 ﾠin	 ﾠDix’s	 ﾠWork	 ﾠ
	 ﾠ
It	 ﾠ is	 ﾠ widely	 ﾠ accepted	 ﾠ that	 ﾠ documentary	 ﾠ and	 ﾠ visual	 ﾠ evidence	 ﾠ –	 ﾠ biographies,	 ﾠ
correspondence,	 ﾠletters,	 ﾠphotographs,	 ﾠpaintings,	 ﾠsculpture	 ﾠand	 ﾠsketches	 ﾠ–	 ﾠcarry	 ﾠ
plural	 ﾠ rather	 ﾠ than	 ﾠ singular	 ﾠ meanings.	 ﾠ Contemporary	 ﾠ original	 ﾠ contributions	 ﾠ to	 ﾠ
knowledge	 ﾠof	 ﾠthis	 ﾠevidence,	 ﾠsuch	 ﾠas	 ﾠthat	 ﾠin	 ﾠthis	 ﾠstudy,	 ﾠare	 ﾠa	 ﾠlegitimate	 ﾠresearch	 ﾠ
exercise	 ﾠthat	 ﾠseeks	 ﾠto	 ﾠunderstand	 ﾠeducation	 ﾠoutside	 ﾠthe	 ﾠfields	 ﾠof	 ﾠconventional	 ﾠ
concern	 ﾠ because	 ﾠ the	 ﾠ ‘educative’	 ﾠ is	 ﾠ not	 ﾠ simply	 ﾠ ‘institutional’	 ﾠ but	 ﾠ it	 ﾠ is	 ﾠ also	 ﾠ
‘habitual’.	 ﾠ	 ﾠ
	 ﾠ
Bourdieusian	 ﾠtheory	 ﾠof	 ﾠhabitus,	 ﾠconatus,	 ﾠcapital,	 ﾠdoxa	 ﾠand	 ﾠfield	 ﾠare	 ﾠtransferrable	 ﾠ
concepts	 ﾠthat	 ﾠcan	 ﾠbe	 ﾠsuccessfully	 ﾠapplied	 ﾠto	 ﾠexplore	 ﾠeducation	 ﾠon	 ﾠan	 ﾠindividual	 ﾠ
or	 ﾠ communal	 ﾠ basis	 ﾠ without	 ﾠ being	 ﾠ equated	 ﾠ to	 ﾠ an	 ﾠ institutional	 ﾠ form	 ﾠ of	 ﾠ
socialization,	 ﾠ namely	 ﾠ the	 ﾠ process	 ﾠ by	 ﾠ which	 ﾠ an	 ﾠ individual	 ﾠ becomes	 ﾠ engrained	 ﾠ
with	 ﾠ certain	 ﾠ behaviour,	 ﾠ norms	 ﾠ and	 ﾠ values	 ﾠ akin	 ﾠ to	 ﾠ their	 ﾠ social	 ﾠ position.	 ﾠ
Bourdieusian	 ﾠtheory	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠis	 ﾠapplied	 ﾠto	 ﾠhighlight	 ﾠhow	 ﾠindividuals	 ﾠact	 ﾠon	 ﾠ
their	 ﾠown	 ﾠinnate	 ﾠvolition	 ﾠby	 ﾠreason	 ﾠof	 ﾠtheir	 ﾠstrategic-ﾭ‐self	 ﾠ(bildung)	 ﾠand	 ﾠhow	 ﾠthat	 ﾠ
relates	 ﾠto	 ﾠthe	 ﾠgreater	 ﾠextent	 ﾠof	 ﾠsocializing	 ﾠactivity	 ﾠthat	 ﾠsurrounds	 ﾠthem.	 ﾠIn	 ﾠmany	 ﾠ
ways	 ﾠOtto	 ﾠDix	 ﾠhas	 ﾠbeen	 ﾠa	 ﾠuseful	 ﾠsubject	 ﾠto	 ﾠdemonstrate	 ﾠthis	 ﾠvery	 ﾠpoint	 ﾠwhere	 ﾠ
creativity	 ﾠand	 ﾠhistoricity	 ﾠcome	 ﾠtogether	 ﾠto	 ﾠexplain	 ﾠaction	 ﾠand	 ﾠthe	 ﾠeducational	 ﾠ
value	 ﾠtherein	 ﾠ(production	 ﾠof	 ﾠartworks).	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠlife	 ﾠevidences	 ﾠhow	 ﾠhe	 ﾠnavigated	 ﾠhis	 ﾠway	 ﾠthrough	 ﾠeducation,	 ﾠwhether	 ﾠthat	 ﾠis	 ﾠ
formal	 ﾠor	 ﾠinformal	 ﾠand	 ﾠits	 ﾠresultant	 ﾠeffects.	 ﾠHis	 ﾠartwork	 ﾠcontained	 ﾠeducational	 ﾠ
messages,	 ﾠand	 ﾠhas	 ﾠeducated	 ﾠothers	 ﾠ(and	 ﾠme)	 ﾠin	 ﾠa	 ﾠnumber	 ﾠof	 ﾠways.	 ﾠThe	 ﾠartist’s	 ﾠ
work	 ﾠhighlights	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠhis	 ﾠsituatednesses	 ﾠaffected	 ﾠhis	 ﾠability	 ﾠto	 ﾠpursue	 ﾠa	 ﾠ
particular	 ﾠ career,	 ﾠ achieve	 ﾠ an	 ﾠ accolade	 ﾠ or	 ﾠ success	 ﾠ and	 ﾠ his	 ﾠ educational/life	 ﾠ
trajectory.	 ﾠIn	 ﾠeducational	 ﾠterms,	 ﾠDix’s	 ﾠlife	 ﾠis	 ﾠan	 ﾠexample	 ﾠof	 ﾠan	 ﾠamalgamation	 ﾠof	 ﾠ
both	 ﾠthe	 ﾠinstitutional	 ﾠand	 ﾠhabitual.	 ﾠThe	 ﾠartist’s	 ﾠwork	 ﾠeducates	 ﾠone	 ﾠto	 ﾠquestion	 ﾠ
the	 ﾠsituatednesses	 ﾠthat	 ﾠsurround	 ﾠone’s	 ﾠlife	 ﾠand	 ﾠwork,	 ﾠand	 ﾠits	 ﾠrelative	 ﾠeffect	 ﾠon	 ﾠ
that	 ﾠ which	 ﾠ is	 ﾠ learnt.	 ﾠ He	 ﾠ reminds	 ﾠ us	 ﾠ that	 ﾠ it	 ﾠ is	 ﾠ often	 ﾠ necessary	 ﾠ to	 ﾠ distinguish	 ﾠ
between	 ﾠone’s	 ﾠown	 ﾠideologies	 ﾠfrom	 ﾠthose	 ﾠthat	 ﾠwe	 ﾠlearn	 ﾠin	 ﾠthe	 ﾠmilieu	 ﾠof	 ﾠeveryday	 ﾠ
life.	 ﾠDix’s	 ﾠwork	 ﾠhas	 ﾠa	 ﾠpoignant,	 ﾠsocially	 ﾠeducational	 ﾠmessage	 ﾠtoo.	 ﾠIt	 ﾠis	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promotes	 ﾠ emancipation,	 ﾠ equality	 ﾠ and	 ﾠ freedom.	 ﾠ His	 ﾠ work	 ﾠ reminds	 ﾠ one	 ﾠ that	 ﾠ
parents,	 ﾠand	 ﾠothers	 ﾠthat	 ﾠsurround	 ﾠus,	 ﾠalso	 ﾠplay	 ﾠa	 ﾠvital	 ﾠrole	 ﾠin	 ﾠour	 ﾠeducation	 ﾠand	 ﾠ
how	 ﾠ one	 ﾠ subsequently	 ﾠ continues	 ﾠ to	 ﾠ navigate	 ﾠ through	 ﾠ an	 ﾠ educational	 ﾠ and	 ﾠ
personal	 ﾠlife.	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠartwork	 ﾠdefines	 ﾠan	 ﾠepoch,	 ﾠit	 ﾠis	 ﾠalso	 ﾠeducative	 ﾠbecause	 ﾠit	 ﾠquestioned	 ﾠ(and	 ﾠ
still	 ﾠre-ﾭ‐questions)	 ﾠthe	 ﾠideals	 ﾠof	 ﾠcontemporary	 ﾠsociety;	 ﾠbourgeois	 ﾠculture,	 ﾠpolitics	 ﾠ
and	 ﾠ common	 ﾠ values	 ﾠ –	 ﾠ the	 ﾠ Nietzschean	 ﾠ influences	 ﾠ in	 ﾠ his	 ﾠ artwork	 ﾠ are	 ﾠ a	 ﾠ good	 ﾠ
example	 ﾠof	 ﾠthis.	 ﾠThe	 ﾠconsistent	 ﾠtheme	 ﾠof	 ﾠsocial	 ﾠcritique	 ﾠthrough	 ﾠwhat	 ﾠwas	 ﾠoften	 ﾠ
considered	 ﾠto	 ﾠbe	 ﾠgruesome	 ﾠimagery	 ﾠin	 ﾠhis	 ﾠartwork	 ﾠsubstantiates	 ﾠthe	 ﾠcontention	 ﾠ
that	 ﾠhe	 ﾠwas	 ﾠeducated	 ﾠin	 ﾠa	 ﾠvariety	 ﾠof	 ﾠsettings,	 ﾠespecially	 ﾠso	 ﾠwhere	 ﾠintegrity	 ﾠand	 ﾠ
strategies	 ﾠof	 ﾠself-ﾭ‐regard	 ﾠare	 ﾠat	 ﾠstake	 ﾠfor	 ﾠexample	 ﾠin	 ﾠterms	 ﾠof	 ﾠthe	 ﾠchoices	 ﾠthat	 ﾠone	 ﾠ
makes;	 ﾠfor	 ﾠDix	 ﾠthis	 ﾠwould	 ﾠhave	 ﾠincluding	 ﾠemigration,	 ﾠdeath	 ﾠduring	 ﾠwar	 ﾠor	 ﾠprison.	 ﾠ
Therefore,	 ﾠdivorcing	 ﾠthe	 ﾠtraditional	 ﾠor	 ﾠinstitutional	 ﾠeducational	 ﾠsetting	 ﾠfrom	 ﾠreal	 ﾠ
world	 ﾠexperience	 ﾠ(the	 ﾠworld	 ﾠat	 ﾠlarge)	 ﾠis	 ﾠcounter-ﾭ‐educative	 ﾠbecause	 ﾠit	 ﾠfails	 ﾠto	 ﾠ
harness	 ﾠand	 ﾠmake	 ﾠuse	 ﾠof	 ﾠthe	 ﾠdiverse	 ﾠlearning	 ﾠprocesses	 ﾠthat	 ﾠexist.	 ﾠThe	 ﾠrationale	 ﾠ
for	 ﾠthis	 ﾠlies	 ﾠin	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠit	 ﾠis	 ﾠlife	 ﾠthat	 ﾠoften	 ﾠteaches	 ﾠone	 ﾠthe	 ﾠmost	 ﾠvaluable	 ﾠlife-ﾭ‐
navigational	 ﾠ (and	 ﾠ professional)	 ﾠ strategies	 ﾠ through	 ﾠ reflexive	 ﾠ biographical	 ﾠ
understanding.	 ﾠTherefore,	 ﾠsuch	 ﾠa	 ﾠdivorce	 ﾠ(whether	 ﾠpurposeful	 ﾠor	 ﾠotherwise)	 ﾠcan	 ﾠ
result	 ﾠ in	 ﾠ educational	 ﾠ policies	 ﾠ that	 ﾠ disable	 ﾠ individuals	 ﾠ from	 ﾠ meeting	 ﾠ their	 ﾠ full	 ﾠ
potential,	 ﾠ these	 ﾠ are	 ﾠ also	 ﾠ counter	 ﾠ to	 ﾠ the	 ﾠ humanistic	 ﾠ spirit	 ﾠ of	 ﾠ bildung	 ﾠ as	 ﾠ self-ﾭ‐
formation.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠartist	 ﾠalso	 ﾠteaches	 ﾠus	 ﾠabout	 ﾠthe	 ﾠrevelation	 ﾠof	 ﾠexperience	 ﾠin	 ﾠterms	 ﾠof	 ﾠlearning	 ﾠ
(and	 ﾠteaching)	 ﾠand	 ﾠthe	 ﾠway	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠstrategic-ﾭ‐self	 ﾠsubsequently	 ﾠacts.	 ﾠHis	 ﾠ
message	 ﾠis	 ﾠeducative	 ﾠbecause	 ﾠit	 ﾠhas	 ﾠa	 ﾠdouble	 ﾠhermeneutic	 ﾠquality	 ﾠin	 ﾠthat	 ﾠit	 ﾠseeks	 ﾠ
to	 ﾠ define	 ﾠ the	 ﾠ benefit	 ﾠ of	 ﾠ experience	 ﾠ and	 ﾠ yet	 ﾠ contextualise	 ﾠ it	 ﾠ by	 ﾠ drawing	 ﾠ the	 ﾠ
conclusion	 ﾠthat	 ﾠboth	 ﾠexperience	 ﾠand	 ﾠlearning	 ﾠfrom	 ﾠthe	 ﾠexperiences	 ﾠof	 ﾠothers	 ﾠis	 ﾠ
equally	 ﾠ important.	 ﾠ Further	 ﾠ educative	 ﾠ messages	 ﾠ in	 ﾠ Dix’s	 ﾠ artwork	 ﾠ appear	 ﾠ in	 ﾠ
various	 ﾠguises,	 ﾠfor	 ﾠexample	 ﾠthe	 ﾠappreciation	 ﾠof	 ﾠthe	 ﾠvaried	 ﾠroles	 ﾠthat	 ﾠone	 ﾠand	 ﾠ
others	 ﾠ take	 ﾠ in	 ﾠ life	 ﾠ and	 ﾠ their	 ﾠ resultant	 ﾠ costs	 ﾠ and	 ﾠ benefits.	 ﾠ One	 ﾠ powerful	 ﾠ such	 ﾠ
message	 ﾠ relates	 ﾠ to	 ﾠ common	 ﾠ human	 ﾠ attributes	 ﾠ including	 ﾠ psychology	 ﾠ and	 ﾠ
physiognomy.	 ﾠThis	 ﾠincludes	 ﾠthe	 ﾠfrailty	 ﾠand	 ﾠpointlessness	 ﾠof	 ﾠthe	 ﾠdevalued	 ﾠhuman	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mental	 ﾠand	 ﾠphysical	 ﾠstate	 ﾠmechanised	 ﾠby	 ﾠwarfare.	 ﾠThis	 ﾠparticular	 ﾠmessage	 ﾠwas	 ﾠ
prominent	 ﾠ in	 ﾠ much	 ﾠ of	 ﾠ Dix’s	 ﾠ later	 ﾠ work	 ﾠ and	 ﾠ thus	 ﾠ something	 ﾠ that	 ﾠ the	 ﾠ artist	 ﾠ
considered	 ﾠsociety	 ﾠneeded	 ﾠconstantly	 ﾠreminding,	 ﾠbecause	 ﾠhe	 ﾠappreciated	 ﾠthe	 ﾠfact	 ﾠ
that	 ﾠsociety	 ﾠhad	 ﾠa	 ﾠtendency	 ﾠto	 ﾠeasily	 ﾠforget	 ﾠcertain	 ﾠthings	 ﾠwhilst	 ﾠclutching	 ﾠonto	 ﾠ
others.	 ﾠ Thus,	 ﾠ his	 ﾠ artwork	 ﾠ is	 ﾠ educative	 ﾠ because	 ﾠ it	 ﾠ highlights	 ﾠ common	 ﾠ human	 ﾠ
attributes	 ﾠsuch	 ﾠas	 ﾠblame,	 ﾠfear	 ﾠand	 ﾠshame.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Furthermore,	 ﾠ Dix’s	 ﾠ life	 ﾠ and	 ﾠ artwork	 ﾠ is	 ﾠ educative	 ﾠ because	 ﾠ it	 ﾠ addresses	 ﾠ the	 ﾠ
systematic	 ﾠ destruction	 ﾠ of	 ﾠ traditional	 ﾠ values	 ﾠ and	 ﾠ social	 ﾠ denigration	 ﾠ through	 ﾠ
violence,	 ﾠperhaps	 ﾠto	 ﾠthe	 ﾠextent	 ﾠthat	 ﾠthe	 ﾠartist	 ﾠeven	 ﾠsuggests	 ﾠa	 ﾠmulti-ﾭ‐level	 ﾠwarfare	 ﾠ
between	 ﾠindividuals,	 ﾠindividuals	 ﾠwith	 ﾠthe	 ﾠstate	 ﾠand	 ﾠthe	 ﾠworld	 ﾠat	 ﾠlarge;	 ﾠhumanity	 ﾠ
in	 ﾠself-ﾭ‐destruct	 ﾠmode.	 ﾠHis	 ﾠartwork	 ﾠquestions	 ﾠand	 ﾠeducates	 ﾠone	 ﾠon	 ﾠthe	 ﾠchanging	 ﾠ
nature	 ﾠ of	 ﾠ sex	 ﾠ in	 ﾠ society	 ﾠ contrasting	 ﾠ its	 ﾠ outwardly	 ﾠ acceptable	 ﾠ and	 ﾠ public	 ﾠ
boundaries	 ﾠagainst	 ﾠits	 ﾠhidden	 ﾠand	 ﾠprivate	 ﾠactualities,	 ﾠexploring	 ﾠand	 ﾠeducating	 ﾠ
one	 ﾠ on	 ﾠ themes	 ﾠ of	 ﾠ female	 ﾠ emancipation	 ﾠ and	 ﾠ exploitation	 ﾠ through	 ﾠ lust	 ﾠ and	 ﾠ
violence.	 ﾠ Dix’s	 ﾠ artwork	 ﾠ educates	 ﾠ one	 ﾠ on	 ﾠ the	 ﾠ various	 ﾠ facets	 ﾠ of	 ﾠ human	 ﾠ nature:	 ﾠ
emancipation,	 ﾠhedonism	 ﾠand	 ﾠintellectualism	 ﾠincluding	 ﾠcontrol,	 ﾠdesire,	 ﾠfear,	 ﾠlust,	 ﾠ
sensuality,	 ﾠsin	 ﾠand	 ﾠviolence.	 ﾠHe	 ﾠalso	 ﾠexplores	 ﾠsocial	 ﾠdenigration	 ﾠand	 ﾠprogression	 ﾠ
through	 ﾠsex	 ﾠand	 ﾠsexuality	 ﾠby	 ﾠcelebrating	 ﾠand	 ﾠquestioning	 ﾠthe	 ﾠvarying	 ﾠlevels	 ﾠof	 ﾠ
the	 ﾠemancipation	 ﾠof	 ﾠman	 ﾠand	 ﾠwomankind	 ﾠand	 ﾠits	 ﾠdiscordance	 ﾠwith	 ﾠtraditional	 ﾠ
meaning	 ﾠand	 ﾠvalue.	 ﾠDix’s	 ﾠartwork	 ﾠis	 ﾠeducative	 ﾠbecause	 ﾠit	 ﾠcontinually	 ﾠexplores	 ﾠ
and	 ﾠ questions	 ﾠ much	 ﾠ of	 ﾠ what	 ﾠ society	 ﾠ accepts	 ﾠ as	 ﾠ the	 ﾠ status	 ﾠ quo	 ﾠ and	 ﾠ how	 ﾠ this	 ﾠ
becomes	 ﾠsuch.	 ﾠIt	 ﾠhighlights	 ﾠthat	 ﾠit	 ﾠis	 ﾠeducative	 ﾠto	 ﾠwork	 ﾠtowards	 ﾠthe	 ﾠbetterment	 ﾠof	 ﾠ
society	 ﾠby	 ﾠinterrogating	 ﾠits	 ﾠself-ﾭ‐imposed	 ﾠlimitations.	 ﾠ	 ﾠ
	 ﾠ
Dix’s	 ﾠartwork	 ﾠis	 ﾠseminal	 ﾠbecause	 ﾠof	 ﾠits	 ﾠemotional	 ﾠconnection	 ﾠwith	 ﾠthe	 ﾠresponse	 ﾠ
the	 ﾠartist	 ﾠdesired	 ﾠthe	 ﾠconsumer	 ﾠor	 ﾠviewer	 ﾠof	 ﾠthat	 ﾠart	 ﾠto	 ﾠexperience	 ﾠand	 ﾠengage	 ﾠ
with	 ﾠ for	 ﾠ instance	 ﾠ through	 ﾠ the	 ﾠ technique	 ﾠ of	 ﾠ shocking	 ﾠ them.	 ﾠ True	 ﾠ to	 ﾠ his	 ﾠ
philosophy,	 ﾠ Dix’s	 ﾠ images	 ﾠ were	 ﾠ so	 ﾠ ‘real’	 ﾠ that	 ﾠ they	 ﾠ often	 ﾠ shocked	 ﾠ and	 ﾠ even	 ﾠ
disgusted	 ﾠviewers;	 ﾠoccasionally	 ﾠthis	 ﾠwas	 ﾠnot	 ﾠby	 ﾠdesign	 ﾠbut	 ﾠmerely	 ﾠincidental	 ﾠin	 ﾠ
the	 ﾠartist’s	 ﾠdesire	 ﾠto	 ﾠrepresent	 ﾠhis	 ﾠexperiential	 ﾠtruths	 ﾠand	 ﾠquestion	 ﾠthe	 ﾠrealities	 ﾠ
that	 ﾠ were	 ﾠ propounded	 ﾠ by	 ﾠ others	 ﾠ in	 ﾠ positions	 ﾠ of	 ﾠ social	 ﾠ influence.	 ﾠ There	 ﾠ are	 ﾠ
instances	 ﾠ where	 ﾠ it	 ﾠ is	 ﾠ clear	 ﾠ that	 ﾠ the	 ﾠ artist	 ﾠ wished	 ﾠ to	 ﾠ shock	 ﾠ his	 ﾠ viewers	 ﾠ into	 ﾠ	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engagement,	 ﾠthe	 ﾠpainting	 ﾠMädchen	 ﾠvor	 ﾠdem	 ﾠSpiegel	 ﾠ(Girl	 ﾠin	 ﾠFront	 ﾠof	 ﾠa	 ﾠMirror),	 ﾠ
1922	 ﾠ (see	 ﾠ appendix	 ﾠ one,	 ﾠ figure	 ﾠ 48)	 ﾠ which	 ﾠ was	 ﾠ of	 ﾠ an	 ﾠ aged	 ﾠ prostitute	 ﾠ who	 ﾠ is	 ﾠ
dressing	 ﾠup,	 ﾠthis	 ﾠimage	 ﾠcaused	 ﾠan	 ﾠabsolute	 ﾠoutrage	 ﾠand	 ﾠfor	 ﾠwhich	 ﾠhe	 ﾠwas	 ﾠhauled	 ﾠ
in	 ﾠfront	 ﾠof	 ﾠa	 ﾠjudge	 ﾠon	 ﾠcharges	 ﾠof	 ﾠdistributing	 ﾠpornography.	 ﾠThe	 ﾠeducative	 ﾠin	 ﾠthis	 ﾠ
image	 ﾠwas	 ﾠto	 ﾠhighlight	 ﾠand	 ﾠraise	 ﾠdebate	 ﾠin	 ﾠrelation	 ﾠto	 ﾠthe	 ﾠcontemporary	 ﾠsocial	 ﾠ
problem	 ﾠof	 ﾠprostitution;	 ﾠsomething	 ﾠhis	 ﾠaudience	 ﾠwas	 ﾠnot	 ﾠnecessarily	 ﾠready	 ﾠto	 ﾠ
accept.	 ﾠSimilarly,	 ﾠhis	 ﾠseries	 ﾠof	 ﾠartworks	 ﾠon	 ﾠthe	 ﾠlustmord	 ﾠtheme	 ﾠwere	 ﾠdesigned	 ﾠto	 ﾠ
raise	 ﾠawareness	 ﾠof	 ﾠsocial	 ﾠdenigration	 ﾠalbeit	 ﾠthrough	 ﾠwhat	 ﾠfor	 ﾠmany	 ﾠwere	 ﾠrather	 ﾠ
brutal	 ﾠ visual	 ﾠ imagery.	 ﾠ These	 ﾠ images	 ﾠ were	 ﾠ well	 ﾠ received	 ﾠ by	 ﾠ Dix’s	 ﾠ admirers,	 ﾠ
however	 ﾠthey	 ﾠoffended	 ﾠa	 ﾠlarge	 ﾠmajority	 ﾠof	 ﾠpatriotic	 ﾠGermans	 ﾠwho	 ﾠviewed	 ﾠthis	 ﾠas	 ﾠ
an	 ﾠattack	 ﾠon	 ﾠGermany	 ﾠand	 ﾠits	 ﾠculture.	 ﾠThe	 ﾠright-ﾭ‐wing	 ﾠcollective	 ﾠof	 ﾠnationalist	 ﾠ
feminists	 ﾠviewed	 ﾠDix’s	 ﾠartworks	 ﾠas	 ﾠbeing	 ﾠanti-ﾭ‐nationalist	 ﾠignoring	 ﾠtheir	 ﾠvalue	 ﾠin	 ﾠ
questioning	 ﾠthe	 ﾠform	 ﾠin	 ﾠwhich	 ﾠ‘womanhood’	 ﾠmanifested	 ﾠitself	 ﾠas	 ﾠa	 ﾠmeasure	 ﾠof	 ﾠthe	 ﾠ
female-ﾭ‐self	 ﾠin	 ﾠcontemporary	 ﾠGerman	 ﾠsociety.	 ﾠ	 ﾠ
	 ﾠ
Thus,	 ﾠ Dix’s	 ﾠ artwork	 ﾠ is	 ﾠ educational	 ﾠ as	 ﾠ it	 ﾠ promotes	 ﾠ emotion	 ﾠ through	 ﾠ its	 ﾠ
representation	 ﾠ of	 ﾠ reality	 ﾠ because	 ﾠ it	 ﾠ directly	 ﾠ challenges	 ﾠ and	 ﾠ critiques	 ﾠ social	 ﾠ
values.	 ﾠHe	 ﾠdoes	 ﾠthis	 ﾠby	 ﾠpresenting	 ﾠthe	 ﾠall	 ﾠso	 ﾠoften	 ﾠunpalatable	 ﾠtruth	 ﾠin	 ﾠan	 ﾠopen	 ﾠ
forum	 ﾠand	 ﾠthereby	 ﾠraises	 ﾠdebate.	 ﾠHis	 ﾠviewers	 ﾠare	 ﾠoften	 ﾠpushed	 ﾠto	 ﾠreflect	 ﾠupon	 ﾠ
their	 ﾠchoices,	 ﾠopinions	 ﾠand	 ﾠperceptions	 ﾠand	 ﾠquestion	 ﾠthe	 ﾠideals	 ﾠwith	 ﾠwhich	 ﾠthey	 ﾠ
are	 ﾠ ingrained,	 ﾠ perhaps	 ﾠ even	 ﾠ take	 ﾠ responsibility	 ﾠ as	 ﾠ fellow	 ﾠ countrymen	 ﾠ and	 ﾠ
women.	 ﾠThe	 ﾠresult	 ﾠis	 ﾠto	 ﾠcreate	 ﾠa	 ﾠspace	 ﾠin	 ﾠwhich	 ﾠtopics	 ﾠare	 ﾠopen	 ﾠto	 ﾠdebate.	 ﾠ
	 ﾠ
Dix	 ﾠappreciated	 ﾠthe	 ﾠcounter-ﾭ‐educative	 ﾠfor	 ﾠinstance	 ﾠthe	 ﾠmisuse	 ﾠof	 ﾠNietzsche	 ﾠby	 ﾠ
the	 ﾠNazis.	 ﾠHe	 ﾠwas	 ﾠalso	 ﾠaware	 ﾠof	 ﾠthe	 ﾠdisadvantage	 ﾠhe	 ﾠencountered	 ﾠin	 ﾠa	 ﾠsociety	 ﾠ
divided	 ﾠby	 ﾠsocio-ﾭ‐economics	 ﾠand	 ﾠclass,	 ﾠsomething	 ﾠhe	 ﾠchallenged	 ﾠthrough	 ﾠhis	 ﾠown	 ﾠ
creativity	 ﾠand	 ﾠunderstanding	 ﾠof	 ﾠhimself.	 ﾠTherefore,	 ﾠhis	 ﾠartwork	 ﾠis	 ﾠeducational	 ﾠ
because	 ﾠ it	 ﾠ exploratory	 ﾠ and	 ﾠ intuitive	 ﾠ and	 ﾠ raises	 ﾠ issues	 ﾠ for	 ﾠ discussion.	 ﾠ
Furthermore,	 ﾠDix’s	 ﾠartwork	 ﾠand	 ﾠeducational	 ﾠtrajectory	 ﾠembraces	 ﾠthe	 ﾠnotion	 ﾠthat	 ﾠ
the	 ﾠexternal	 ﾠworld	 ﾠis	 ﾠnot	 ﾠthe	 ﾠsame	 ﾠfor	 ﾠeveryone	 ﾠ–	 ﾠsupporting	 ﾠthe	 ﾠvast	 ﾠarray	 ﾠof	 ﾠ
ethnographic	 ﾠand	 ﾠother	 ﾠresearch	 ﾠinto	 ﾠthe	 ﾠcombination	 ﾠof	 ﾠformal	 ﾠeducation	 ﾠand	 ﾠ
real-ﾭ‐world	 ﾠexperience.	 ﾠ	 ﾠ
	 ﾠ	 ﾠ 207	 ﾠ
Otto	 ﾠ Dix’s	 ﾠ life	 ﾠ highlights	 ﾠ how	 ﾠ the	 ﾠ educative	 ﾠ outside	 ﾠ of	 ﾠ traditional	 ﾠ schooling	 ﾠ
methodologies	 ﾠfor	 ﾠhim	 ﾠaided	 ﾠa	 ﾠbildungian	 ﾠself-ﾭ‐formation	 ﾠthat	 ﾠalso	 ﾠfocused	 ﾠon	 ﾠthe	 ﾠ
betterment	 ﾠof	 ﾠsociety.	 ﾠIn	 ﾠsome	 ﾠrespect,	 ﾠDix	 ﾠwas	 ﾠmore	 ﾠfortunate	 ﾠthan	 ﾠother	 ﾠyoung	 ﾠ
white	 ﾠmales	 ﾠfrom	 ﾠa	 ﾠworking-ﾭ‐class	 ﾠproletarian	 ﾠbackground	 ﾠwhose	 ﾠparents	 ﾠwere	 ﾠ
not	 ﾠ so	 ﾠ socially	 ﾠ mobile	 ﾠ or	 ﾠ who	 ﾠ were	 ﾠ unable	 ﾠ to	 ﾠ secure	 ﾠ the	 ﾠ support	 ﾠ of	 ﾠ their	 ﾠ
educators,	 ﾠfamily	 ﾠor	 ﾠsponsors,	 ﾠand	 ﾠwho	 ﾠwere	 ﾠnot	 ﾠas	 ﾠindependent	 ﾠa	 ﾠspirit	 ﾠas	 ﾠthe	 ﾠ
artist	 ﾠwas	 ﾠ–	 ﾠit	 ﾠis	 ﾠdoubtless	 ﾠthat	 ﾠtheir	 ﾠeducational	 ﾠtrajectories	 ﾠwould	 ﾠhave	 ﾠbeen	 ﾠ
very	 ﾠdifferent.	 ﾠThis	 ﾠartist’s	 ﾠartwork	 ﾠis	 ﾠeducational	 ﾠbecause	 ﾠit	 ﾠalso	 ﾠconnects	 ﾠthose	 ﾠ
surrounding	 ﾠhim	 ﾠby	 ﾠlending	 ﾠmeaning	 ﾠand	 ﾠvalue	 ﾠto	 ﾠthe	 ﾠacts	 ﾠand	 ﾠexperiences	 ﾠof	 ﾠ
others	 ﾠ–	 ﾠacts	 ﾠand	 ﾠexperiences	 ﾠfrom	 ﾠwhich	 ﾠthe	 ﾠviewer	 ﾠis	 ﾠso	 ﾠoften	 ﾠdetached	 ﾠor	 ﾠin	 ﾠ
denial.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ practical	 ﾠ terms,	 ﾠ the	 ﾠ documentary	 ﾠ evidence	 ﾠ of	 ﾠ Dix’s	 ﾠ life,	 ﾠ which	 ﾠ included	 ﾠ
detailed	 ﾠprivate	 ﾠcorrespondence	 ﾠbetween	 ﾠthe	 ﾠartist	 ﾠand	 ﾠHelen	 ﾠJakob,	 ﾠprovided	 ﾠa	 ﾠ
rare	 ﾠinsight	 ﾠinto	 ﾠthe	 ﾠeducative	 ﾠin	 ﾠextreme	 ﾠsettings	 ﾠsuch	 ﾠas	 ﾠin	 ﾠfrontline	 ﾠwarfare.	 ﾠ
This	 ﾠsensitised	 ﾠthe	 ﾠartist	 ﾠ(biographers	 ﾠand	 ﾠthis	 ﾠstudy)	 ﾠto	 ﾠbasic	 ﾠhuman	 ﾠemotions	 ﾠ
for	 ﾠexample	 ﾠfear	 ﾠand	 ﾠto	 ﾠthe	 ﾠbenefits	 ﾠand	 ﾠcosts	 ﾠof	 ﾠsuch	 ﾠexperiential	 ﾠeducational	 ﾠ
enlightenment	 ﾠand	 ﾠcreativity.	 ﾠThis	 ﾠis	 ﾠthe	 ﾠimpact	 ﾠof	 ﾠDix’s	 ﾠlife	 ﾠand	 ﾠwork.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
7.5	 ﾠConclusion:	 ﾠNegotiating	 ﾠa	 ﾠLife	 ﾠThrough	 ﾠBiography	 ﾠ	 ﾠ
	 ﾠ
Whilst	 ﾠ this	 ﾠ study	 ﾠ raises	 ﾠ many	 ﾠ useful	 ﾠ questions	 ﾠ in	 ﾠ terms	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ in	 ﾠ
informal	 ﾠeducation	 ﾠand	 ﾠits	 ﾠrole	 ﾠin	 ﾠtraditional	 ﾠor	 ﾠinstitutional	 ﾠeducation	 ﾠin	 ﾠDix’s	 ﾠ
life,	 ﾠa	 ﾠwritten	 ﾠbiographical	 ﾠexploration	 ﾠimplicates	 ﾠits	 ﾠauthor.	 ﾠThis	 ﾠresearch	 ﾠhas	 ﾠ
been	 ﾠ a	 ﾠ revelatory	 ﾠ journey	 ﾠ in	 ﾠ critical	 ﾠ reflection	 ﾠ and	 ﾠ re-ﾭ‐evaluation	 ﾠ of	 ﾠ my	 ﾠ own	 ﾠ
strategic-ﾭ‐self,	 ﾠand	 ﾠunderstanding	 ﾠthe	 ﾠchoices	 ﾠmade	 ﾠand	 ﾠthe	 ﾠcourse	 ﾠof	 ﾠone’s	 ﾠown	 ﾠ
personal	 ﾠ educational	 ﾠ trajectory.	 ﾠ Its	 ﾠ significance	 ﾠ will	 ﾠ vary	 ﾠ according	 ﾠ to	 ﾠ the	 ﾠ
interest	 ﾠof	 ﾠthe	 ﾠreader,	 ﾠalthough	 ﾠprimarily	 ﾠfor	 ﾠeducators	 ﾠwith	 ﾠan	 ﾠinterest	 ﾠin	 ﾠusing	 ﾠ
biography	 ﾠ and	 ﾠ how	 ﾠ lives	 ﾠ so	 ﾠ run	 ﾠ counter	 ﾠ to	 ﾠ conventional	 ﾠ psychological	 ﾠ and	 ﾠ
sociological	 ﾠ theories,	 ﾠ it	 ﾠ may	 ﾠ also	 ﾠ bring	 ﾠ similar	 ﾠ richness	 ﾠ for	 ﾠ the	 ﾠ art	 ﾠ historian,	 ﾠ
sociologist	 ﾠor	 ﾠmulti-ﾭ‐disciplinarian.	 ﾠThe	 ﾠresearch	 ﾠin	 ﾠthis	 ﾠstudy	 ﾠalso	 ﾠsubstantiates	 ﾠ
how	 ﾠDix’s	 ﾠeducational	 ﾠtrajectory	 ﾠwas	 ﾠaffected	 ﾠby	 ﾠprevailing	 ﾠfactors	 ﾠin	 ﾠGermany	 ﾠ
during	 ﾠ1891	 ﾠ–	 ﾠ1969.	 ﾠ	 ﾠ	 ﾠ	 ﾠ 208	 ﾠ
	 ﾠ
Contemporary	 ﾠeducation	 ﾠfunctions	 ﾠin	 ﾠa	 ﾠworld	 ﾠthat	 ﾠis	 ﾠincreasingly	 ﾠcomplex	 ﾠand	 ﾠ
thus	 ﾠteaching	 ﾠand	 ﾠlearning	 ﾠshould	 ﾠalso	 ﾠreflect	 ﾠthis,	 ﾠthereby	 ﾠcombining	 ﾠthe	 ﾠfocus	 ﾠ
of	 ﾠtransformation	 ﾠ(human),	 ﾠvirtue	 ﾠ(education	 ﾠfor	 ﾠeducation	 ﾠsake)	 ﾠand	 ﾠvocation	 ﾠ
(education	 ﾠ and	 ﾠ economy).	 ﾠ Current	 ﾠ day	 ﾠ teaching	 ﾠ and	 ﾠ learning	 ﾠ attempts	 ﾠ to	 ﾠ
prepare	 ﾠstudents	 ﾠfor	 ﾠlife	 ﾠand	 ﾠwork.	 ﾠBoth	 ﾠthe	 ﾠformally	 ﾠinstitutional	 ﾠsuch	 ﾠas	 ﾠschool	 ﾠ
or	 ﾠuniversity	 ﾠcourses	 ﾠand	 ﾠthe	 ﾠinformally	 ﾠeducative	 ﾠfor	 ﾠinstance	 ﾠlife	 ﾠexperiences,	 ﾠ
play	 ﾠa	 ﾠpivotal	 ﾠrole	 ﾠin	 ﾠthe	 ﾠformation	 ﾠand	 ﾠreformation	 ﾠof	 ﾠbildung	 ﾠand	 ﾠthe	 ﾠstrategic-ﾭ‐
self	 ﾠof	 ﾠlearners	 ﾠand	 ﾠsignificant	 ﾠothers	 ﾠthat	 ﾠsurround	 ﾠthem.	 ﾠThis	 ﾠis	 ﾠsubstantiated	 ﾠ
by	 ﾠthe	 ﾠrelationship	 ﾠbetween	 ﾠthe	 ﾠindividual	 ﾠwith	 ﾠsociety	 ﾠand	 ﾠthe	 ﾠworld	 ﾠat	 ﾠlarge,	 ﾠas	 ﾠ
exemplified	 ﾠby	 ﾠOtto	 ﾠDix.	 ﾠThe	 ﾠnotion	 ﾠof	 ﾠbildung	 ﾠ(self-ﾭ‐formation,	 ﾠeducation	 ﾠand	 ﾠ
cultivation)	 ﾠcan	 ﾠbe	 ﾠutilised	 ﾠto	 ﾠfacilitate	 ﾠformation	 ﾠor	 ﾠre-ﾭ‐formation	 ﾠin	 ﾠa	 ﾠcreative	 ﾠ
learning	 ﾠ space	 ﾠ that	 ﾠ is	 ﾠ intellectually	 ﾠ verified,	 ﾠ and	 ﾠ where	 ﾠ learners	 ﾠ are	 ﾠ free	 ﾠ to	 ﾠ
transcend	 ﾠ traditional	 ﾠ ideas,	 ﾠ rules	 ﾠ and	 ﾠ relationships	 ﾠ to	 ﾠ create	 ﾠ meaningful	 ﾠ new	 ﾠ
ideas,	 ﾠinterpretations	 ﾠand	 ﾠlearning	 ﾠmethods.	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠbiographical	 ﾠapproach	 ﾠhas	 ﾠaided	 ﾠmy	 ﾠunderstanding	 ﾠof	 ﾠeducation	 ﾠas	 ﾠbeing	 ﾠa	 ﾠ
broader	 ﾠ field	 ﾠ of	 ﾠ concern	 ﾠ because	 ﾠ the	 ﾠ non-ﾭ‐institutional	 ﾠ and	 ﾠ habitual	 ﾠ are	 ﾠ also	 ﾠ
educative.	 ﾠ Investigating	 ﾠ the	 ﾠ educative	 ﾠ in	 ﾠ Dix’s	 ﾠ artwork	 ﾠ in	 ﾠ this	 ﾠ manner	 ﾠ has	 ﾠ
allowed	 ﾠme	 ﾠto	 ﾠestablish,	 ﾠthrough	 ﾠthe	 ﾠartist’s	 ﾠlived	 ﾠexperiences,	 ﾠwhat	 ﾠit	 ﾠmeant	 ﾠto	 ﾠ
be	 ﾠeducated	 ﾠin	 ﾠthe	 ﾠworld	 ﾠat	 ﾠlarge	 ﾠduring	 ﾠ1891	 ﾠ–	 ﾠ1969	 ﾠin	 ﾠGermany,	 ﾠand	 ﾠquestion	 ﾠ
some	 ﾠof	 ﾠthe	 ﾠcontemporary	 ﾠnotions	 ﾠabout	 ﾠteaching	 ﾠand	 ﾠlearning	 ﾠoutside	 ﾠof	 ﾠthe	 ﾠ
traditional	 ﾠ classroom	 ﾠ setting.	 ﾠ Analysing	 ﾠ Dix’s	 ﾠ artwork	 ﾠ has	 ﾠ helped	 ﾠ reveal	 ﾠ
alternative	 ﾠexplanations	 ﾠof	 ﾠthe	 ﾠvarious	 ﾠways	 ﾠin	 ﾠwhich	 ﾠhe	 ﾠwas	 ﾠeducated	 ﾠand	 ﾠhow	 ﾠ
that	 ﾠimpacted	 ﾠon	 ﾠthe	 ﾠway	 ﾠin	 ﾠwhich	 ﾠhis	 ﾠstrategic-ﾭ‐self	 ﾠnavigated	 ﾠitself	 ﾠthrough	 ﾠlife.	 ﾠ
For	 ﾠ instance	 ﾠ its	 ﾠ direct	 ﾠ impact	 ﾠ on	 ﾠ the	 ﾠ choices	 ﾠ that	 ﾠ he	 ﾠ made.	 ﾠ The	 ﾠ case	 ﾠ study	 ﾠ
highlights	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠone	 ﾠis	 ﾠcalled	 ﾠto	 ﾠeducation	 ﾠas	 ﾠa	 ﾠmatter	 ﾠof	 ﾠpolicy	 ﾠbut	 ﾠto	 ﾠ
learning	 ﾠas	 ﾠa	 ﾠmatter	 ﾠof	 ﾠbeing.	 ﾠUtilising	 ﾠa	 ﾠBourdieusian	 ﾠanalysis	 ﾠhas	 ﾠhighlighted	 ﾠ
how	 ﾠ Dix	 ﾠ navigated	 ﾠ his	 ﾠ way	 ﾠ through	 ﾠ life	 ﾠ and	 ﾠ the	 ﾠ socializing	 ﾠ activity	 ﾠ that	 ﾠ
surrounded	 ﾠhim.	 ﾠ
	 ﾠ
This	 ﾠstudy	 ﾠsubstantiates	 ﾠthe	 ﾠfact	 ﾠthat	 ﾠeducation	 ﾠis	 ﾠomnipresent	 ﾠ(present	 ﾠalways)	 ﾠ
rather	 ﾠ than	 ﾠ ubiquitous	 ﾠ (seemingly	 ﾠ present	 ﾠ everywhere)	 ﾠ and	 ﾠ this	 ﾠ affects	 ﾠ the	 ﾠ	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choices	 ﾠ one	 ﾠ makes	 ﾠ during	 ﾠ the	 ﾠ time	 ﾠ attending	 ﾠ the	 ﾠ ‘university	 ﾠ of	 ﾠ life’.	 ﾠ More	 ﾠ
importantly,	 ﾠit	 ﾠhighlights	 ﾠhow	 ﾠDix	 ﾠeducated	 ﾠothers	 ﾠ–	 ﾠby	 ﾠsharing	 ﾠhis	 ﾠown	 ﾠreflexive	 ﾠ
experiences.	 ﾠ It	 ﾠ also	 ﾠ outlines	 ﾠ the	 ﾠ impact	 ﾠ that	 ﾠ significant	 ﾠ others	 ﾠ had	 ﾠ on	 ﾠ Dix’s	 ﾠ
educational	 ﾠprogression,	 ﾠand	 ﾠon	 ﾠhis	 ﾠsense	 ﾠof	 ﾠcommunal	 ﾠresponsibility.	 ﾠThis	 ﾠlatter	 ﾠ
point	 ﾠ highlights	 ﾠ an	 ﾠ important	 ﾠ area	 ﾠ for	 ﾠ potential	 ﾠ future	 ﾠ research:	 ﾠ educative	 ﾠ
agency.	 ﾠ	 ﾠ
	 ﾠ
This	 ﾠ research	 ﾠ proposes	 ﾠ that	 ﾠ theories	 ﾠ based	 ﾠ on	 ﾠ traditional	 ﾠ schooling	 ﾠ
methodologies	 ﾠcan	 ﾠmiss	 ﾠout	 ﾠon	 ﾠthe	 ﾠdiverse	 ﾠlearning	 ﾠopportunities	 ﾠin	 ﾠreal	 ﾠworld	 ﾠ
experience	 ﾠ if	 ﾠ they	 ﾠ are	 ﾠ not	 ﾠ informed	 ﾠ by	 ﾠ individual	 ﾠ and	 ﾠ collective	 ﾠ biographies.	 ﾠ
Exploring	 ﾠ Dix’s	 ﾠ life	 ﾠ has	 ﾠ substantiated	 ﾠ how	 ﾠ his	 ﾠ education	 ﾠ was	 ﾠ creative,	 ﾠ
exploratory	 ﾠand	 ﾠintuitive	 ﾠand	 ﾠthat	 ﾠthis	 ﾠpromoted	 ﾠa	 ﾠbildungian	 ﾠself-ﾭ‐formation,	 ﾠso	 ﾠ
that	 ﾠhe	 ﾠwas	 ﾠcomfortable	 ﾠto	 ﾠfreely	 ﾠexplore	 ﾠemancipation,	 ﾠequality	 ﾠand	 ﾠfreedom,	 ﾠ
and	 ﾠpromote	 ﾠan	 ﾠenvironment	 ﾠin	 ﾠwhich	 ﾠconstructive	 ﾠdebate	 ﾠcould	 ﾠflourish.	 ﾠ	 ﾠ
	 ﾠ
From	 ﾠan	 ﾠart	 ﾠhistorical	 ﾠperspective	 ﾠthis	 ﾠstudy	 ﾠhighlights	 ﾠthat	 ﾠit	 ﾠis	 ﾠimportant	 ﾠto	 ﾠ
illuminate	 ﾠ an	 ﾠ artwork	 ﾠ and	 ﾠ its	 ﾠ educational	 ﾠ value	 ﾠ by	 ﾠ bringing	 ﾠ together	 ﾠ the	 ﾠ
thoughts	 ﾠand	 ﾠopinions	 ﾠof	 ﾠthe	 ﾠartist	 ﾠwith	 ﾠthose	 ﾠthat	 ﾠsurround	 ﾠthem	 ﾠfor	 ﾠinstance	 ﾠ
their	 ﾠcritics,	 ﾠbiographers,	 ﾠfriends	 ﾠand	 ﾠfamily,	 ﾠand	 ﾠtheir	 ﾠactions	 ﾠ–	 ﾠall	 ﾠwithin	 ﾠthe	 ﾠ
context	 ﾠof	 ﾠhistoricity.	 ﾠFrom	 ﾠthis	 ﾠwe	 ﾠcan	 ﾠlearn	 ﾠfar	 ﾠmore	 ﾠabout	 ﾠwhat	 ﾠit	 ﾠmeant	 ﾠfor	 ﾠa	 ﾠ
an	 ﾠ individual	 ﾠ or	 ﾠ even	 ﾠ a	 ﾠ particular	 ﾠ section	 ﾠ of	 ﾠ society	 ﾠ to	 ﾠ be	 ﾠ educated	 ﾠ within	 ﾠ a	 ﾠ
particular	 ﾠepoch,	 ﾠhere	 ﾠa	 ﾠwhite	 ﾠworking-ﾭ‐class,	 ﾠproletarian	 ﾠGerman	 ﾠmale	 ﾠfrom	 ﾠa	 ﾠ
socially	 ﾠ mobile	 ﾠ family.	 ﾠ The	 ﾠ study	 ﾠ also	 ﾠ teaches	 ﾠ one	 ﾠ on	 ﾠ the	 ﾠ roles	 ﾠ that	 ﾠ society,	 ﾠ
politics	 ﾠand	 ﾠother	 ﾠenvironmental	 ﾠfactors	 ﾠplayed	 ﾠin	 ﾠDix’s	 ﾠeducational	 ﾠlife.	 ﾠ	 ﾠ
	 ﾠ
In	 ﾠ terms	 ﾠ of	 ﾠ education,	 ﾠ narrow	 ﾠ definitions	 ﾠ of	 ﾠ the	 ﾠ educative	 ﾠ often	 ﾠ fail	 ﾠ to	 ﾠ
acknowledge	 ﾠ the	 ﾠ ways	 ﾠ of	 ﾠ being	 ﾠ in	 ﾠ the	 ﾠ world	 ﾠ at	 ﾠ large;	 ﾠ they	 ﾠ risk	 ﾠ failing	 ﾠ to	 ﾠ
acknowledge	 ﾠ how	 ﾠ informal	 ﾠ learning	 ﾠ contributes	 ﾠ to	 ﾠ the	 ﾠ formation	 ﾠ and	 ﾠ
reformation	 ﾠof	 ﾠthe	 ﾠself.	 ﾠThus,	 ﾠknowledge,	 ﾠsuch	 ﾠas	 ﾠthat	 ﾠgenerated	 ﾠin	 ﾠthis	 ﾠstudy,	 ﾠ
substantiates	 ﾠ that	 ﾠ the	 ﾠ educative	 ﾠ is	 ﾠ a	 ﾠ far	 ﾠ broader	 ﾠ field	 ﾠ of	 ﾠ concern.	 ﾠ Unlike	 ﾠ
conventional	 ﾠ philosophies	 ﾠ and	 ﾠ histories	 ﾠ in	 ﾠ education,	 ﾠ contemporary	 ﾠ policy	 ﾠ is	 ﾠ
thinking	 ﾠbeyond	 ﾠthe	 ﾠboundaries	 ﾠof	 ﾠeducator	 ﾠand	 ﾠlearner.	 ﾠIn	 ﾠterms	 ﾠof	 ﾠdeveloping	 ﾠ
the	 ﾠself,	 ﾠperhaps	 ﾠwhat	 ﾠshould	 ﾠbe	 ﾠpursued	 ﾠis	 ﾠan	 ﾠexpansionist	 ﾠphilosophy	 ﾠto	 ﾠmake	 ﾠ	 ﾠ 210	 ﾠ
better	 ﾠ use	 ﾠ of	 ﾠ the	 ﾠ diverse	 ﾠ learning	 ﾠ processes	 ﾠ that	 ﾠ exist	 ﾠ outside	 ﾠ of	 ﾠ traditional	 ﾠ
institutional	 ﾠsettings.	 ﾠ	 ﾠ
	 ﾠ
Thus,	 ﾠ the	 ﾠ educative	 ﾠ in	 ﾠ Dix’s	 ﾠ life,	 ﾠ outside	 ﾠ of	 ﾠ formal	 ﾠ constraints	 ﾠ and	 ﾠ when	 ﾠ
contextualised	 ﾠthrough	 ﾠthe	 ﾠconcept	 ﾠof	 ﾠbildung,	 ﾠis	 ﾠsomething	 ﾠthat	 ﾠaddressed	 ﾠthe	 ﾠ
needs	 ﾠof	 ﾠhis	 ﾠcommunal,	 ﾠeducational,	 ﾠemotional,	 ﾠglobal,	 ﾠsocial,	 ﾠpersonal,	 ﾠpolitical,	 ﾠ
psychological	 ﾠ and	 ﾠ professional	 ﾠ life.	 ﾠ It	 ﾠ nurtured	 ﾠ the	 ﾠ natural	 ﾠ talents	 ﾠ that	 ﾠ he	 ﾠ
possessed	 ﾠand	 ﾠwas	 ﾠin	 ﾠgeneral	 ﾠa	 ﾠpositive	 ﾠexperience.	 ﾠHis	 ﾠconfortable	 ﾠeducational	 ﾠ
space	 ﾠpromoted	 ﾠhis	 ﾠlearning	 ﾠas	 ﾠa	 ﾠlife-ﾭ‐long	 ﾠactivity.	 ﾠThe	 ﾠeducative	 ﾠis	 ﾠsomething	 ﾠ
more	 ﾠthan	 ﾠthe	 ﾠmere	 ﾠpossession	 ﾠof	 ﾠknowledge;	 ﾠit	 ﾠseeks	 ﾠto	 ﾠpromote	 ﾠsome	 ﾠsocial	 ﾠ
benefit	 ﾠwhether	 ﾠthat	 ﾠis	 ﾠat	 ﾠa	 ﾠlocal,	 ﾠnational	 ﾠor	 ﾠeven	 ﾠglobal	 ﾠlevel	 ﾠand	 ﾠas	 ﾠthe	 ﾠcase	 ﾠ
study	 ﾠ in	 ﾠ this	 ﾠ research	 ﾠ evidences,	 ﾠ there	 ﾠ was	 ﾠ educative	 ﾠ value	 ﾠ in	 ﾠ Dix’s	 ﾠ self-ﾭ‐
formational	 ﾠchange.	 ﾠFrom	 ﾠa	 ﾠpersonal	 ﾠand	 ﾠprofessional	 ﾠperspective,	 ﾠthis	 ﾠresearch	 ﾠ
will	 ﾠaffect	 ﾠmy	 ﾠprofessional	 ﾠpractice	 ﾠas	 ﾠan	 ﾠeducator.	 ﾠ	 ﾠ
	 ﾠ
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 ﾠ
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Figure	 ﾠ1:	 ﾠ	 ﾠ Halbakt	 ﾠ(Half	 ﾠNude),	 ﾠ1929	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Christian	 ﾠSchad	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ2:	 ﾠ	 ﾠ Bildnis	 ﾠder	 ﾠTanzerin	 ﾠAnita	 ﾠBerber	 ﾠ(Portrait	 ﾠof	 ﾠa	 ﾠDancer	 ﾠAnita	 ﾠ
Berber),	 ﾠ1925	 ﾠ
	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ3:	 ﾠ	 ﾠ Die	 ﾠStützen	 ﾠder	 ﾠGesellschaft	 ﾠ(The	 ﾠPillars	 ﾠof	 ﾠSociety),	 ﾠ1926	 ﾠ	 ﾠ	 ﾠ
	 ﾠ George	 ﾠGrosz	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ4:	 ﾠ	 ﾠ Bildnis	 ﾠMargot	 ﾠ(A	 ﾠPortrait	 ﾠof	 ﾠMargot),	 ﾠ1924	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Rudolph	 ﾠSchlicter	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ5:	 ﾠ	 ﾠ Agosta,	 ﾠder	 ﾠFlügelmensch,	 ﾠund	 ﾠRasha,	 ﾠdie	 ﾠschwarze	 ﾠTaube	 ﾠ(Agosta,	 ﾠ
the	 ﾠPigeon-ﾭ‐Chested	 ﾠMan,	 ﾠand	 ﾠRasha,	 ﾠthe	 ﾠBlack	 ﾠDove),	 ﾠ1929	 ﾠ	 ﾠ
	 ﾠ Christian	 ﾠSchad	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ6:	 ﾠ	 ﾠ Diagrammatic	 ﾠRepresentation	 ﾠof	 ﾠStudy	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ7:	 ﾠ	 ﾠ Bildnis	 ﾠFrau	 ﾠMartha	 ﾠDix	 ﾠ(Portrait	 ﾠof	 ﾠMartha	 ﾠDix),	 ﾠ1923	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ8:	 ﾠ	 ﾠ Lustmord	 ﾠScene	 ﾠII	 ﾠ(Mord)	 ﾠor	 ﾠSexmord	 ﾠ(Scene	 ﾠII	 ﾠ(Murder)),	 ﾠ1922	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ9:	 ﾠ	 ﾠ Halbakt	 ﾠ(Half	 ﾠNude),	 ﾠ1926	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ10:	 ﾠ	 ﾠ Kriegskrüppel	 ﾠ(War	 ﾠCripples),	 ﾠ1920	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ11:	 ﾠ	 ﾠ Die	 ﾠEltern	 ﾠdes	 ﾠKünstlers	 ﾠII	 ﾠ(Portrait	 ﾠof	 ﾠMy	 ﾠParents	 ﾠII),	 ﾠ1922	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ12:	 ﾠ	 ﾠ Die	 ﾠEltern	 ﾠdes	 ﾠKünstlers	 ﾠI	 ﾠ(Portrait	 ﾠof	 ﾠMy	 ﾠParents	 ﾠI),	 ﾠ1921	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ13:	 ﾠ	 ﾠ Selbstbildnis	 ﾠals	 ﾠSoldat	 ﾠ(Self-ﾭ‐Portrait	 ﾠas	 ﾠa	 ﾠSoldier),	 ﾠ1914	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ14:	 ﾠ	 ﾠ Selbstbildnis	 ﾠmit	 ﾠArtillerie-ﾭ‐Helm	 ﾠ	 ﾠ
(Self-ﾭ‐Portrait	 ﾠWearing	 ﾠGunner's	 ﾠHelmet),	 ﾠ1914	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ15:	 ﾠ	 ﾠ Selbstbildnis	 ﾠmit	 ﾠZwei-ﾭ‐Frauen	 ﾠ	 ﾠ
(Self-ﾭ‐Portrait	 ﾠwith	 ﾠTwo	 ﾠWomen),	 ﾠ1920	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George	 ﾠGrosz	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ16:	 ﾠ	 ﾠ Diagrammatic	 ﾠRepresentation	 ﾠof	 ﾠAnalysis	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ17:	 ﾠ	 ﾠ Nikolaus	 ﾠ(Portrait	 ﾠof	 ﾠNikolaus	 ﾠSchad	 ﾠas	 ﾠa	 ﾠChild),	 ﾠ1926	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Christian	 ﾠSchad	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ18:	 ﾠ	 ﾠ Marcella	 ﾠ(Portrait	 ﾠof	 ﾠChristan	 ﾠSchad’s	 ﾠWife),	 ﾠ1926	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Christian	 ﾠSchad	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ19:	 ﾠ	 ﾠ Man	 ﾠwith	 ﾠGlass	 ﾠEye,	 ﾠ1926	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ George	 ﾠGrosz	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ20:	 ﾠ	 ﾠ The	 ﾠRape	 ﾠof	 ﾠthe	 ﾠSabine	 ﾠWomen,	 ﾠ1634	 ﾠ	 ﾠ
Nicolas	 ﾠPoussin	 ﾠ
	 ﾠ
Figure	 ﾠ21:	 ﾠ	 ﾠ Rue	 ﾠMontorguiel	 ﾠin	 ﾠParis,	 ﾠFestival	 ﾠof	 ﾠJune	 ﾠ30,	 ﾠ1878	 ﾠ
Claude	 ﾠMonet	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ22:	 ﾠ The	 ﾠOperation,	 ﾠ1929	 ﾠ
Christian	 ﾠSchad	 ﾠ
	 ﾠ
Figure	 ﾠ23:	 ﾠ	 ﾠ Sonnenaufgang	 ﾠ(Sunrise),	 ﾠ1913	 ﾠ
Otto	 ﾠDix	 ﾠ
	 ﾠ
Figure	 ﾠ24:	 ﾠ	 ﾠ Selbstportrait	 ﾠmit	 ﾠNelke	 ﾠ(Self-ﾭ‐portrait	 ﾠwith	 ﾠCarnation),	 ﾠ1912	 ﾠ
Otto	 ﾠDix	 ﾠ
	 ﾠ
Figure	 ﾠ25:	 ﾠ	 ﾠ Bust	 ﾠof	 ﾠFrederick	 ﾠNietzsche,	 ﾠ1914	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ26:	 ﾠ	 ﾠ Selbportrait	 ﾠals	 ﾠSchießscheibe	 ﾠ(Self-ﾭ‐Portrait	 ﾠas	 ﾠShooting	 ﾠTarget),	 ﾠ
1915	 ﾠ
	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ27:	 ﾠ	 ﾠ Ein	 ﾠSchones	 ﾠGrab	 ﾠ(A	 ﾠBeautiful	 ﾠGrave),	 ﾠ1916	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ28:	 ﾠ	 ﾠ Lichtsignale	 ﾠ(Flare),	 ﾠ1917	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ29:	 ﾠ	 ﾠ Die	 ﾠFelixmüller	 ﾠFamilie	 ﾠ(The	 ﾠFelixmüller	 ﾠFamily),	 ﾠ1919	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ30:	 ﾠ	 ﾠ Dr.	 ﾠMeyer-ﾭ‐Herman,	 ﾠ1926	 ﾠ(Berlin)	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ31:	 ﾠ	 ﾠ Streetfight,	 ﾠ1927	 ﾠ	 ﾠ
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 ﾠ Otto	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Figure	 ﾠ32:	 ﾠ	 ﾠ Erste	 ﾠinternationale	 ﾠDada-ﾭ‐Messe:	 ﾠKatalog.	 ﾠ
	 ﾠ
Figure	 ﾠ33:	 ﾠ	 ﾠ Dr	 ﾠHans	 ﾠKoch,	 ﾠ1921	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 	 ﾠ
Figure	 ﾠ34:	 ﾠ	 ﾠ Apotheose	 ﾠ(Apotheosis),	 ﾠ1919	 ﾠ(published	 ﾠin	 ﾠ1922)	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ35:	 ﾠ	 ﾠ Photograph	 ﾠof	 ﾠDix	 ﾠwith	 ﾠKäthe	 ﾠKönig,	 ﾠ1962	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ36:	 ﾠ	 ﾠ Reclining	 ﾠWoman	 ﾠon	 ﾠLeopard	 ﾠSkin,	 ﾠ1927	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ37:	 ﾠ	 ﾠ Lustmord	 ﾠ(Sex	 ﾠmurder),	 ﾠ1922	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ38:	 ﾠ	 ﾠ Lustmord	 ﾠI,	 ﾠVersuch	 ﾠ(Sex	 ﾠMurder	 ﾠI,	 ﾠTrial),	 ﾠ1922	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ39:	 ﾠ	 ﾠ 	 ﾠPhotograph:	 ﾠSelf-ﾭ‐portrait	 ﾠwith	 ﾠEva	 ﾠPeters	 ﾠ
	 ﾠ 	 ﾠ George	 ﾠGrosz	 ﾠ
	 ﾠ
Figure	 ﾠ40:	 ﾠ	 ﾠ Der	 ﾠLustmörder	 ﾠ(Selbstbildnis)	 ﾠ(Sex	 ﾠMurderer),	 ﾠcirca	 ﾠ1920	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ41:	 ﾠ	 ﾠ Der	 ﾠSalon	 ﾠI	 ﾠ(The	 ﾠSalon	 ﾠI),	 ﾠ1921	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	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 ﾠ
Figure	 ﾠ42:	 ﾠ	 ﾠ Der	 ﾠKrieg	 ﾠ(The	 ﾠWar),	 ﾠ1932	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ43:	 ﾠ	 ﾠ Bildnis	 ﾠder	 ﾠJournalistin	 ﾠSylvia	 ﾠvon	 ﾠHarden	 ﾠ
(Portrait	 ﾠof	 ﾠthe	 ﾠJournalist	 ﾠSylvia	 ﾠvon	 ﾠHarden),	 ﾠ1926	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ44:	 ﾠ	 ﾠ To	 ﾠBeauty,	 ﾠ1922	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ
	 ﾠ
Figure	 ﾠ45:	 ﾠ	 ﾠ Selbstbildnis	 ﾠals	 ﾠKriegsgefangener	 ﾠ	 ﾠ
(Self-ﾭ‐portrait	 ﾠas	 ﾠa	 ﾠPrisoner	 ﾠof	 ﾠWar),	 ﾠ1947	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ46:	 ﾠ	 ﾠ Ecce	 ﾠHomo	 ﾠIII	 ﾠ(Behold	 ﾠthe	 ﾠMan),	 ﾠ1949	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ47:	 ﾠ	 ﾠ Krieg	 ﾠund	 ﾠFrieden	 ﾠ(War	 ﾠand	 ﾠPeace),	 ﾠ1960	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ Otto	 ﾠDix	 ﾠ	 ﾠ
	 ﾠ
Figure	 ﾠ48:	 ﾠ	 ﾠ Mädchen	 ﾠvor	 ﾠdem	 ﾠSpiegel	 ﾠ(Girl	 ﾠin	 ﾠFront	 ﾠof	 ﾠa	 ﾠMirror),	 ﾠ1922	 ﾠ	 ﾠ
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 ﾠ Otto	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Figure	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Halbakt	 ﾠ(Half	 ﾠNude),	 ﾠ1929	 ﾠ	 ﾠ
Christian	 ﾠSchad	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Figure	 ﾠ2	 ﾠ
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 ﾠ
	 ﾠ
Bildnis	 ﾠder	 ﾠTanzerin	 ﾠAnita	 ﾠBerber	 ﾠ(Portrait	 ﾠof	 ﾠa	 ﾠDancer	 ﾠAnita	 ﾠBerber),	 ﾠ1925	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠand	 ﾠTempera	 ﾠon	 ﾠPlywood,	 ﾠ120	 ﾠx	 ﾠ65cm	 ﾠ	 ﾠ	 ﾠ
Germany	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Figure	 ﾠ3	 ﾠ
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Die	 ﾠStützen	 ﾠder	 ﾠGesellschaft	 ﾠ(The	 ﾠPillars	 ﾠof	 ﾠSociety),	 ﾠ1926	 ﾠ	 ﾠ	 ﾠ
George	 ﾠGrosz	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠCanvas,	 ﾠ200	 ﾠx	 ﾠ108cm	 ﾠ	 ﾠ
Germany	 ﾠ(Berlin),	 ﾠStaatliche	 ﾠMuseen	 ﾠzu	 ﾠBerlin	 ﾠ–	 ﾠPreußischer	 ﾠKulturbesitz,	 ﾠ
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Figure	 ﾠ4	 ﾠ	 ﾠ
	 ﾠ
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 ﾠ
	 ﾠ
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 ﾠ
Bildnis	 ﾠMargot	 ﾠ(A	 ﾠPortrait	 ﾠof	 ﾠMargot),	 ﾠ1924	 ﾠ	 ﾠ
Rudolph	 ﾠSchlicter	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠCanvas,	 ﾠ110.5	 ﾠx	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 ﾠ	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Figure	 ﾠ5	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Agosta,	 ﾠder	 ﾠFlügelmensch,	 ﾠund	 ﾠRasha,	 ﾠdie	 ﾠschwarze	 ﾠTaube	 ﾠ(Agosta,	 ﾠthe	 ﾠPigeon-ﾭ‐
Chested	 ﾠMan,	 ﾠand	 ﾠRasha,	 ﾠthe	 ﾠBlack	 ﾠDove),	 ﾠ1929	 ﾠ	 ﾠ
Christian	 ﾠSchad	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠCanvas	 ﾠ	 ﾠ
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Figure	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Notes:	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠarrows	 ﾠrepresent	 ﾠinteractivity	 ﾠbetween	 ﾠsubjects	 ﾠ(boxes	 ﾠ1,	 ﾠ2,	 ﾠ3	 ﾠand	 ﾠ4).	 ﾠThe	 ﾠ
box	 ﾠ labeled	 ﾠ ‘2’	 ﾠ includes	 ﾠ the	 ﾠ situatednesses	 ﾠ (fields	 ﾠ or	 ﾠ paradigms)	 ﾠ that	 ﾠ will	 ﾠ be	 ﾠ
considered	 ﾠin	 ﾠterms	 ﾠof	 ﾠtheir	 ﾠparadigmatic	 ﾠrelation	 ﾠto	 ﾠeach	 ﾠother	 ﾠand	 ﾠconsequent	 ﾠ
impact	 ﾠon	 ﾠthe	 ﾠartist	 ﾠand	 ﾠhis	 ﾠwork,	 ﾠhis	 ﾠeducational	 ﾠtrajectory	 ﾠand	 ﾠreflexive-ﾭ‐self,	 ﾠ
the	 ﾠeducative	 ﾠand	 ﾠthe	 ﾠstrategies	 ﾠhe	 ﾠused	 ﾠto	 ﾠeducate	 ﾠothers	 ﾠ(box	 ﾠ4).	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Otto	 ﾠDix	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Germany	 ﾠand	 ﾠits	 ﾠepochal	 ﾠeducative	 ﾠ
during	 ﾠthe	 ﾠperiod	 ﾠ1890	 ﾠ–	 ﾠ1969.	 ﾠ
	 ﾠ
Pre-ﾭ‐adolescence	 ﾠ
Adolescence	 ﾠ	 ﾠ
Youth/Education	 ﾠ
Family/Home	 ﾠ	 ﾠ
Economics/Law	 ﾠ	 ﾠ
Love/Gender	 ﾠ
Art/Culture	 ﾠ	 ﾠ
Sexuality	 ﾠ	 ﾠ
Friendship	 ﾠ
Work/Leisure	 ﾠ
Relationship	 ﾠ	 ﾠ
Society/War	 ﾠ	 ﾠ
Travel/Politics	 ﾠ	 ﾠ
	 ﾠ
2	 ﾠ
	 ﾠ
3	 ﾠ
	 ﾠ
1	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Reflexivity	 ﾠand	 ﾠstrategies	 ﾠused	 ﾠto	 ﾠ
educate	 ﾠothers.	 ﾠ	 ﾠ
	 ﾠ
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Figure	 ﾠ7	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Bildnis	 ﾠFrau	 ﾠMartha	 ﾠDix	 ﾠ(Portrait	 ﾠof	 ﾠMartha	 ﾠDix),	 ﾠ1923	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Details	 ﾠUnknown	 ﾠ	 ﾠ
Germany	 ﾠ(Stuttgart),	 ﾠKunstmuseum/Galerie	 ﾠder	 ﾠStadt	 ﾠStuttgart	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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 ﾠ
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Figure	 ﾠ8	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Scene	 ﾠII	 ﾠ(Mord)	 ﾠSexmord	 ﾠ(Scene	 ﾠII	 ﾠ(Murder)),	 ﾠ1922	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Watercolour	 ﾠon	 ﾠPaper,	 ﾠ25	 ﾠ5/8	 ﾠx	 ﾠ19	 ﾠ5/8	 ﾠinches	 ﾠ	 ﾠ
Germany	 ﾠ(Stuttgart),	 ﾠGalerie	 ﾠder	 ﾠStadt	 ﾠStuttgart	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ	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Figure	 ﾠ9	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Halbnackte	 ﾠ(Half	 ﾠNude),	 ﾠ1926	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠand	 ﾠTempera	 ﾠon	 ﾠWood,	 ﾠ28	 ﾠ3/4	 ﾠx	 ﾠ21	 ﾠ5/8	 ﾠinches	 ﾠ
United	 ﾠStates	 ﾠof	 ﾠAmerica	 ﾠ(New	 ﾠYork),	 ﾠ(Montreal	 ﾠMuseum	 ﾠof	 ﾠFine	 ﾠArts)	 ﾠPrivate	 ﾠ
Collection	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ	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Figure	 ﾠ10	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Kriegskrüppel	 ﾠ(War	 ﾠCripples),	 ﾠ1920	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠand	 ﾠOther	 ﾠMedia	 ﾠ3ft	 ﾠ7	 ﾠ1/4	 ﾠinches	 ﾠx	 ﾠ2ft	 ﾠ10	 ﾠ1/4	 ﾠinches	 ﾠ
Germany,	 ﾠPrivate	 ﾠCollection	 ﾠ
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Figure	 ﾠ11	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Die	 ﾠEltern	 ﾠdes	 ﾠKünstlers	 ﾠII	 ﾠ(Portrait	 ﾠof	 ﾠMy	 ﾠParents	 ﾠII),	 ﾠ1922	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠcanvas,	 ﾠ118	 ﾠ×	 ﾠ130.5	 ﾠcm	 ﾠ
Germany	 ﾠ(Hannover),	 ﾠSprengel	 ﾠMuseum	 ﾠCollection 
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Figure	 ﾠ12	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Die	 ﾠEltern	 ﾠdes	 ﾠKünstlers	 ﾠI	 ﾠ(Portrait	 ﾠof	 ﾠMy	 ﾠParents	 ﾠI),	 ﾠ1921	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠcanvas,	 ﾠdetails	 ﾠunknown	 ﾠ	 ﾠ
Germany	 ﾠ(Basel),	 ﾠÖffentliche	 ﾠKunstsammlung/Kunstmuseum	 ﾠBasel	 ﾠ	 ﾠ
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Figure	 ﾠ13	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Selbstbildnis	 ﾠals	 ﾠSoldat	 ﾠ(Self-ﾭ‐Portrait	 ﾠas	 ﾠa	 ﾠSoldier),	 ﾠ1914	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Ink	 ﾠand	 ﾠwatercolour	 ﾠon	 ﾠpaper,	 ﾠ68	 ﾠx	 ﾠ53.5	 ﾠcm	 ﾠ	 ﾠ
Germany	 ﾠ(Stuttgart),	 ﾠMunicipal	 ﾠGallery	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ14	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Selbstbildnis	 ﾠmit	 ﾠArtillerie-ﾭ‐Helm	 ﾠ(Self-ﾭ‐Portrait	 ﾠWearing	 ﾠGunner's	 ﾠHelmet),	 ﾠ1914	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Ink	 ﾠand	 ﾠwatercolour	 ﾠon	 ﾠpaper,	 ﾠ68	 ﾠx	 ﾠ53.5	 ﾠcm	 ﾠ	 ﾠ
Germany	 ﾠ(Stuttgart),	 ﾠMunicipal	 ﾠGallery	 ﾠ	 ﾠ
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Figure	 ﾠ15	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Selbstbildnis	 ﾠmit	 ﾠZwei-ﾭ‐Frauen	 ﾠ(Self-ﾭ‐Portrait	 ﾠwith	 ﾠTwo	 ﾠWomen),	 ﾠ1920	 ﾠ
George	 ﾠGrosz	 ﾠ	 ﾠ
Ink	 ﾠand	 ﾠwatercolour	 ﾠon	 ﾠpaper,	 ﾠdetails	 ﾠunknown	 ﾠ	 ﾠ	 ﾠ
Collection	 ﾠPB	 ﾠvan	 ﾠVoorst	 ﾠvan	 ﾠBeest	 ﾠ
The	 ﾠNetherlands,	 ﾠThe	 ﾠHague	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ16	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Notes:	 ﾠ	 ﾠ
	 ﾠ
The	 ﾠlines	 ﾠrepresent	 ﾠinteractivity	 ﾠbetween	 ﾠsubjects	 ﾠ(boxes	 ﾠ1,	 ﾠ2,	 ﾠ3	 ﾠand	 ﾠ4).	 ﾠThe	 ﾠpart	 ﾠ
of	 ﾠthe	 ﾠbox	 ﾠlabeled	 ﾠ‘1’	 ﾠ(broken	 ﾠline)	 ﾠdenotes	 ﾠformal	 ﾠanalysis;	 ﾠthe	 ﾠpart	 ﾠof	 ﾠthe	 ﾠbox	 ﾠ
labeled	 ﾠ‘2’	 ﾠcontextual	 ﾠanalysis,	 ﾠbox	 ﾠlabeled	 ﾠ‘3’	 ﾠthe	 ﾠdata	 ﾠupon	 ﾠthe	 ﾠbasis	 ﾠwhich	 ﾠthe	 ﾠ
narrative	 ﾠis	 ﾠformed	 ﾠ(fields,	 ﾠparadigms	 ﾠand	 ﾠsub-ﾭ‐paradigms)	 ﾠand	 ﾠfinally	 ﾠthe	 ﾠbox	 ﾠ
labeled	 ﾠ‘4’	 ﾠrepresents	 ﾠthe	 ﾠlink	 ﾠbetween	 ﾠ‘3	 ﾠand	 ﾠ4’	 ﾠthereby	 ﾠrevealing	 ﾠthe	 ﾠrelation	 ﾠ
between	 ﾠthe	 ﾠstrategic-ﾭ‐self	 ﾠand	 ﾠthe	 ﾠeducative.	 ﾠIt	 ﾠshould	 ﾠbe	 ﾠnoted	 ﾠthat	 ﾠthere	 ﾠis	 ﾠno	 ﾠ
representational	 ﾠ link	 ﾠ between	 ﾠ the	 ﾠ size	 ﾠ of	 ﾠ the	 ﾠ boxes	 ﾠ and	 ﾠ their	 ﾠ relative	 ﾠ
importance.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Iconographical	 ﾠ
Analysis	 ﾠ
Iconological	 ﾠ	 ﾠ
Analysis	 ﾠ
	 ﾠ
	 ﾠ
Content	 ﾠAnalysis	 ﾠ
	 ﾠ
Paradigms/Fields	 ﾠ
Bundles	 ﾠof	 ﾠRelations	 ﾠ
	 ﾠ
Habitus/Self	 ﾠ	 ﾠ
	 ﾠ
Conatus/Doxa	 ﾠ
Truth/Time	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Educative	 ﾠin	 ﾠ
Germany	 ﾠduring	 ﾠ
the	 ﾠperiod	 ﾠ1890	 ﾠ–	 ﾠ
1969.	 ﾠ
	 ﾠ
1	 ﾠ 	 ﾠ
	 ﾠ
	 ﾠ
2	 ﾠ
	 ﾠ
3	 ﾠ
	 ﾠ
4	 ﾠ
	 ﾠ
Colour	 ﾠAnalysis	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Figure	 ﾠ17	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Nikolaus	 ﾠ(Portrait	 ﾠof	 ﾠNikolaus	 ﾠSchad	 ﾠas	 ﾠa	 ﾠChild),	 ﾠ1926	 ﾠ	 ﾠ
Christian	 ﾠSchad	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠCanvas,	 ﾠ19¾	 ﾠx	 ﾠ16	 ﾠ7/8	 ﾠin	 ﾠ(50	 ﾠx	 ﾠ43	 ﾠcm)	 ﾠ	 ﾠ
Location	 ﾠUnknown,	 ﾠPrivate	 ﾠCollection	 ﾠ(Sold	 ﾠby	 ﾠChristies)	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ18	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Marcella	 ﾠ(Portrait	 ﾠof	 ﾠChristan	 ﾠSchad’s	 ﾠWife),	 ﾠ1926	 ﾠ	 ﾠ
Christian	 ﾠSchad	 ﾠ	 ﾠ
Details	 ﾠunknown	 ﾠ	 ﾠ
Location	 ﾠunknown	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ19	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Man	 ﾠwith	 ﾠGlass	 ﾠEye,	 ﾠ1926	 ﾠ	 ﾠ
George	 ﾠGrosz	 ﾠ
Oil	 ﾠon	 ﾠcanvas.	 ﾠ103	 ﾠx	 ﾠ73	 ﾠcm	 ﾠ
United	 ﾠStates	 ﾠof	 ﾠAmerica	 ﾠ(New	 ﾠYork),	 ﾠNeue	 ﾠGallerie.	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ20	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
The	 ﾠRape	 ﾠof	 ﾠthe	 ﾠSabine	 ﾠWomen,	 ﾠ1634	 ﾠ	 ﾠ
Nicolas	 ﾠPoussin	 ﾠ
Oil	 ﾠon	 ﾠcanvas.	 ﾠ154.6	 ﾠx	 ﾠ209	 ﾠcm	 ﾠ
United	 ﾠStates	 ﾠof	 ﾠAmerica	 ﾠ(New	 ﾠYork),	 ﾠThe	 ﾠMetropolitan	 ﾠMuseum	 ﾠof	 ﾠArt,	 ﾠHarris	 ﾠ
Brisbane	 ﾠDick	 ﾠFund.	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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 ﾠ
	 ﾠ
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Figure	 ﾠ21	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Rue	 ﾠMontorguiel	 ﾠin	 ﾠParis,	 ﾠFestival	 ﾠof	 ﾠJune	 ﾠ30,	 ﾠ1878	 ﾠ
Claude	 ﾠMonet	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠcanvas,	 ﾠ81	 ﾠx	 ﾠ50cm	 ﾠ	 ﾠ
France	 ﾠ(Paris),	 ﾠMusée	 ﾠd'Orsay.	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ22	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
The	 ﾠOperation,	 ﾠ1929	 ﾠ
Christian	 ﾠSchad	 ﾠ
Oil	 ﾠon	 ﾠcanvas,	 ﾠ125	 ﾠx	 ﾠ95cm	 ﾠ
Germany	 ﾠ(Munich),	 ﾠStädtische	 ﾠGalerie	 ﾠLenbachhaus	 ﾠund	 ﾠKunstbau	 ﾠMuchen.	 ﾠ
	 ﾠ
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Figure	 ﾠ23	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Sonnenaufgang	 ﾠ(Sunrise),	 ﾠ1913	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠpasteboard	 ﾠ(51cm	 ﾠx	 ﾠ66cm)	 ﾠ
Germany,	 ﾠPrivate	 ﾠCollection.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ24	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Selbstportrait	 ﾠmit	 ﾠNelke	 ﾠ(Self-ﾭ‐portrait	 ﾠwith	 ﾠCarnation),	 ﾠ1912	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠPaper,	 ﾠ73	 ﾠx	 ﾠ50cm	 ﾠ
USA,	 ﾠDetroit:	 ﾠInstitute	 ﾠof	 ﾠArts.	 ﾠFormerly	 ﾠpart	 ﾠof	 ﾠthe	 ﾠcollection	 ﾠat	 ﾠthe	 ﾠ
Kunstmuseum	 ﾠin	 ﾠDüsseldorf.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ25	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Frederick	 ﾠNietzsche,	 ﾠ1914	 ﾠ	 ﾠ
Detail	 ﾠUnknown	 ﾠ	 ﾠ
Location	 ﾠUnknown.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ26	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Selbportrait	 ﾠals	 ﾠSchießscheibe	 ﾠ(Self-ﾭ‐Portrait	 ﾠas	 ﾠShooting	 ﾠTarget),	 ﾠ1915	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠpaper	 ﾠon	 ﾠchipboard,	 ﾠ62	 ﾠx	 ﾠ51cm	 ﾠ	 ﾠ
Germany	 ﾠ(Gera),	 ﾠOtto	 ﾠDix-ﾭ‐Haus,	 ﾠKunstsammlungen	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ27	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Ein	 ﾠSchones	 ﾠGrab	 ﾠ(A	 ﾠBeautiful	 ﾠGrave),	 ﾠ1916	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Pencil	 ﾠand	 ﾠmounting:	 ﾠGerman	 ﾠverso,	 ﾠ9.4	 ﾠx	 ﾠ14.8com	 ﾠ	 ﾠ
Germany	 ﾠ(Gera),	 ﾠGera	 ﾠArt	 ﾠCollections,	 ﾠCity	 ﾠMuseums	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ28	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Lichtsignale	 ﾠ(Flare),	 ﾠ1917	 ﾠ	 ﾠ
Gouache	 ﾠon	 ﾠpaper,	 ﾠ40.78	 ﾠx	 ﾠ39.4cm	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Germany	 ﾠ(Albstadt),	 ﾠGalerie	 ﾠAlbstadt	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ29	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Die	 ﾠFelixmüller	 ﾠFamilie	 ﾠ(The	 ﾠFelixmüller	 ﾠFamily),	 ﾠ1919	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠcanvas,	 ﾠ76	 ﾠx	 ﾠ91cm	 ﾠ	 ﾠ
United	 ﾠStates	 ﾠof	 ﾠAmerica	 ﾠ(St	 ﾠLouis),	 ﾠThe	 ﾠSaint	 ﾠLouis	 ﾠMuseum	 ﾠof	 ﾠModern	 ﾠArt	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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 ﾠ
	 ﾠ
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Figure	 ﾠ30	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Dr.	 ﾠMeyer-ﾭ‐Herman,	 ﾠ1926	 ﾠ(Berlin)	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠand	 ﾠtempera	 ﾠon	 ﾠwood,	 ﾠ149.2	 ﾠx	 ﾠ99.1cm	 ﾠ	 ﾠ	 ﾠ
United	 ﾠStates	 ﾠof	 ﾠAmerica	 ﾠ(New	 ﾠYork),	 ﾠMuseum	 ﾠof	 ﾠModern	 ﾠArt.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ31	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Streetfight,	 ﾠ1927	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Material	 ﾠand	 ﾠdimensions	 ﾠunknown	 ﾠ	 ﾠ
Germany:	 ﾠlost	 ﾠand	 ﾠpresumed	 ﾠdestroyed.	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ32	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Erste	 ﾠ internationale	 ﾠ Dada-ﾭ‐Messe:	 ﾠ Katalog.	 ﾠ Berlin:	 ﾠ Kunsthandlung	 ﾠ Dr.	 ﾠ Otto	 ﾠ
Burchard,	 ﾠ1920.	 ﾠTexts	 ﾠby	 ﾠWieland	 ﾠHerzfelde	 ﾠand	 ﾠRaoul	 ﾠHausmann.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ33	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Dr.	 ﾠHans	 ﾠKoch,	 ﾠ1921	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Mixed	 ﾠmedia	 ﾠon	 ﾠcanvas,	 ﾠ100.5	 ﾠx	 ﾠ90cm	 ﾠ	 ﾠ
Germany	 ﾠ(Cologne),	 ﾠMuseum	 ﾠLudwig	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ34	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Apotheose	 ﾠ(Apotheosis),	 ﾠ1919	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Woodcut,	 ﾠ28	 ﾠx	 ﾠ19.7cm;	 ﾠsheet,	 ﾠ43.4	 ﾠx	 ﾠ35.4	 ﾠcm	 ﾠ
Germany	 ﾠ(Cologne),	 ﾠMuseum	 ﾠLudwig	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ35	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
From	 ﾠleft,	 ﾠHorst	 ﾠKempe,	 ﾠKempe	 ﾠWina,	 ﾠOtto	 ﾠDix	 ﾠand	 ﾠKäthe	 ﾠKönig,	 ﾠ1962	 ﾠ
Photograph	 ﾠ	 ﾠ
By	 ﾠFrank	 ﾠC.	 ﾠKempe	 ﾠ	 ﾠ
Location:	 ﾠThe	 ﾠKempe	 ﾠhome	 ﾠin	 ﾠWachwitz,	 ﾠDresden	 ﾠ(Germany).	 ﾠ
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Figure	 ﾠ36	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Reclining	 ﾠWoman	 ﾠon	 ﾠLeopard	 ﾠSkin,	 ﾠ1927	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠWood,	 ﾠ69	 ﾠx	 ﾠ98cm	 ﾠ
United	 ﾠStates	 ﾠof	 ﾠAmerica	 ﾠ(New	 ﾠYork),	 ﾠHerbert	 ﾠF.	 ﾠJohnson	 ﾠMuseum	 ﾠof	 ﾠArt,	 ﾠCornell	 ﾠ
University.	 ﾠPresented	 ﾠas	 ﾠa	 ﾠgift	 ﾠto	 ﾠthe	 ﾠmuseum	 ﾠby	 ﾠSamuel	 ﾠA.	 ﾠBerger.	 ﾠ	 ﾠ
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Figure	 ﾠ37	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Lustmord	 ﾠ(Sex	 ﾠmurder),	 ﾠ1922	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Details	 ﾠunknown	 ﾠ	 ﾠ
Location	 ﾠunknown	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ38	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Lustmord	 ﾠI,	 ﾠVersuch	 ﾠ(Sex	 ﾠMurder	 ﾠI,	 ﾠTrial),	 ﾠ1922	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Watercolour	 ﾠand	 ﾠpencil	 ﾠon	 ﾠpaper,	 ﾠ64.7	 ﾠx	 ﾠ50cm	 ﾠ 
Germany,	 ﾠDr.	 ﾠHans	 ﾠKoch	 ﾠPrivate	 ﾠCollection.	 ﾠ	 ﾠ
	 ﾠ
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Figure	 ﾠ39	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Self-ﾭ‐portrait	 ﾠwith	 ﾠEva	 ﾠPeters,	 ﾠ1918	 ﾠ
George	 ﾠGrosz	 ﾠ	 ﾠ
Photograph	 ﾠ	 ﾠ
Location:	 ﾠGeorge	 ﾠGrosz’s	 ﾠStudio,	 ﾠGermany.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ	 ﾠ 253	 ﾠ
Figure	 ﾠ40	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Der	 ﾠLustmörder	 ﾠ(Selbstbildnis)	 ﾠ(Sex	 ﾠMurderer),	 ﾠcirca	 ﾠ1920	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Details:	 ﾠOil	 ﾠon	 ﾠcanvas,	 ﾠ170	 ﾠx	 ﾠ120cm	 ﾠ	 ﾠ
Location	 ﾠUnknown,	 ﾠconsidered	 ﾠmissing	 ﾠ	 ﾠ	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ41	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Der	 ﾠSalon	 ﾠI	 ﾠ(The	 ﾠSalon	 ﾠI),	 ﾠ1921	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠCanvas,	 ﾠ86	 ﾠx	 ﾠ120.5cm	 ﾠ	 ﾠ
Germany	 ﾠ(Stuttgart),	 ﾠKunstmuseum,	 ﾠStuttgart.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ42	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Der	 ﾠKrieg	 ﾠ(The	 ﾠWar),	 ﾠ1932	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Mixed	 ﾠtechnique	 ﾠon	 ﾠPlywood,	 ﾠ204	 ﾠx	 ﾠ408cm	 ﾠ	 ﾠ
Germany	 ﾠ(Dresden),	 ﾠGalerie	 ﾠNeue	 ﾠMeister	 ﾠKunstsammlungen.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ43	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Bildnis	 ﾠder	 ﾠJournalistin	 ﾠSylvia	 ﾠvon	 ﾠHarden	 ﾠ
(Portrait	 ﾠof	 ﾠthe	 ﾠJournalist	 ﾠSylvia	 ﾠvon	 ﾠHarden),	 ﾠ1926	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Mixed	 ﾠmedia	 ﾠon	 ﾠWood,	 ﾠ120	 ﾠx	 ﾠ88cm	 ﾠ	 ﾠ
France	 ﾠ(Paris),	 ﾠMusée	 ﾠNational	 ﾠd'Art	 ﾠModerne,	 ﾠCentre	 ﾠGeorges	 ﾠPompidou.	 ﾠ	 ﾠ
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Figure	 ﾠ44	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
To	 ﾠBeauty,	 ﾠ1922	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠCanvas,	 ﾠ140	 ﾠx	 ﾠ122cm	 ﾠ
Germany	 ﾠ(Wuppertal),	 ﾠVon	 ﾠder	 ﾠHeydt	 ﾠMuseum.	 ﾠ 	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ45	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Selbstbildnis	 ﾠals	 ﾠKriegsgefangener	 ﾠ(Self-ﾭ‐portrait	 ﾠas	 ﾠa	 ﾠPrisoner	 ﾠof	 ﾠWar),	 ﾠ1947	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠHardboard,	 ﾠ60	 ﾠx	 ﾠ54cm	 ﾠ	 ﾠ
Germany	 ﾠ(Stuttgart),	 ﾠKunstmuseum	 ﾠStuttgart	 ﾠ
	 ﾠ
	 ﾠ
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 ﾠ
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Figure	 ﾠ46	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Ecce	 ﾠHomo	 ﾠIII	 ﾠ(Behold	 ﾠthe	 ﾠMan),	 ﾠ1949	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠpressed	 ﾠchipboard,	 ﾠ81	 ﾠx	 ﾠ60cm	 ﾠ	 ﾠ
Germany	 ﾠ(Munich):	 ﾠGunzenhauser	 ﾠGallery.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ47	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Krieg	 ﾠund	 ﾠFrieden	 ﾠ(War	 ﾠand	 ﾠPeace),	 ﾠ1960	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Mixed	 ﾠmedia,	 ﾠ5	 ﾠx	 ﾠ12m	 ﾠ	 ﾠ
Germany	 ﾠ(Singen):	 ﾠArchaeological	 ﾠMuseum	 ﾠHegau.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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Figure	 ﾠ48	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
Mädchen	 ﾠvor	 ﾠdem	 ﾠSpiegel	 ﾠ(Girl	 ﾠin	 ﾠFront	 ﾠof	 ﾠa	 ﾠMirror),	 ﾠ1922	 ﾠ	 ﾠ
Otto	 ﾠDix	 ﾠ	 ﾠ
Oil	 ﾠon	 ﾠcanvas,	 ﾠdimensions	 ﾠunknown	 ﾠ	 ﾠ
Location	 ﾠunknown,	 ﾠdetailed	 ﾠas	 ﾠlost	 ﾠor	 ﾠdestroyed	 ﾠduring	 ﾠthe	 ﾠSecond	 ﾠWorld	 ﾠWar.	 ﾠ	 ﾠ
	 ﾠ
	 ﾠ
	 ﾠ
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